MUSIC 

ITS SECRET INFLUENCE 
THROUGHOUT THE AGES 


By 

CYRIL SCOTT 


NEW AND EXTENDED EDITION 


RIDER & CO, 

47 Princes Gate, London, S.W.7 


NEW YORK MELBOURNE SYDNEY CAPE TOWN 



First published . March 1933 
Reprinted . . May 1934 

Reprinted Apul 1938 

Reprinted . October 1942 
New and Extended Edition 1950 


TfflS BOOK IS GRATEFULLY DEDICATED lO 

MASTER ROOT HOOMI LAL SINGH 

AND TO THE MEMORY OF HIS PUPIL 

NELSA CHAPLIN 


FOREWORD 

The title of ihis book should be sufficient indication that it is not 
concerned with tlic technical side of music, but with an aspect of that 
widely disseminated ait hitherto unsuspected not only by the leading 
public but by musicians themselves. This is no slur upon the latte^ 
who are quite naturally specialists along then own lino ; nevertheless 
specialism is not always the best method of at living at Truth, which 
may sometimes only be discovciable outside the ciiclc within which 
the specialist woiks. In other woids, when tvo seemingly uniclated 
blanches of human activity aic bi ought into conjunction, facts may 
come to light which may add to the sum-total of knowledge whilst 
tending materially to alter pievious conceptions 

In sending forth this book, which deals with such facts, I wish to 
thank my wife for much literary assistance. 


Poitions of the first four chapters have appealed 
m The Sackbut. My thanks aie due to Miss Uisula 
Gieville for permission to repiint them here. 
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Part I 


PRELIMINARY 


CHAPTER I 

THE PROBLEM OF MUSICALITY 

There are certain phases of human activity which may appear quite 
simple and stiaightforward on the surface, but which, when carefully 
scrutinised, confront us with manifold problems, complications and 
paradoxes. The less we think about them the more we imagine we 
know about them ; and the more we thmk about them the less we 
realise we know about them. Custom has prompted Mankmd to 
regard music as an art and a means of afifordmg enjoyment through 
sound to all such as respond to its charms ; but of its exact nature 
and the scope of its influence we are strangely ignorant. We accept 
music, discuss music and matters musical much as we accept and 
discuss life and all pertaining to it ; yet what life is no one as yet has 
revealed. Life is a mystery to those who trouble to think about it, 
but merely a fact to those who do not ; the same may be said of music. 
It is not merely a combination and succession of sounds, but a 
mysterious something which, as we will endeavour to show, has exer- 
cised a powerful influence throughout the ages. 

Yet m attemptmg to enlarge our conception of music itself, it 
were as well at the outset to rid ourselves of certam ^77Z5Conceptions 
regarding the nature of musicality. It is advisable to know to some 
extent our position relative to this vexed problem, for, owing partly 
to the inaccuracies of our language, the epithet “musical” is bandied 
about with a pronounced disregard for its true meaning. So relative 
is the term that on one person’s lips it may mean one thing, and on 
another’s it may mean somethmg quite different, the one word bemg 
pressed mto service for a large vanety of mterpretations In spite of 
an array of philosophers who might be credited with ennchmg the 
language, the Germans hkewise are limited to the one adjective 
musikalisch, which bears exactly the same meaning, or rather lack 
of definite meaning, as our Enghsh “musical”. As for the French, they 
are compelled to use a phrase which is not grammatically reproducible 
in our own language ; they say of a man il est tris musiden, which, ad- 
justed to grammatical needs, would run : “He is very (much of a) 
musician.” In Italian the same idiom obtams, and both phrases 
suggest rather the realm of complimentary utterance than that of 
logical truth. A man is either a musician or not a musician, just as 
a man is either a Frenchman or not a Frenchman ; to be obliged 
to say, therefore, that a man is very much of a musician, when one 
may really mean that he is not a professional musician at all, but only 



resembles one, denotes a poverty of language which is very mislead- 
ing. But even more misleading is the ambiguity with which both the 
words “musical” and “unmusical” have become endowed. Leaving 
aside poetical utterance, investigations have shown that there are no 
less than twenty-five different interpretations of these epithets, of which 
some examples may here be adduced. 

A man is often termed “musical” who has a mild liking for clap- 
trap music * {a) by a person who has no liking foi music of any kind 
himself ; {b) by a person who also likes claptrap music and hence 
considers that he also is musical Or again a man may be termed 
“musical” who enjoys so-called low-brow music but dislikes classical 
music ; who enjoys classical music but can neither play nor sing 
himself ; who can play and sing a little but dislikes classical music ; 
who occupies himself much with his wireless set, but is really more 
interested in the wave-lengths than the music , for whom music has 
become such a habit that he must have the wireless going at all times 
of the day. 

As regards the term “unmusical”, a man who only cares for “trashy 
music”, or by courtesy “music of an immediately fascinating order”, 
IS often termed unmusical by the man who only cares for what is 
known as classical music , a man who only enjoys classical music is 
often termed unmusical by a man who enjoys modern music , a man 
who merely “knows what he likes” is invariably termed unmusical by 
the professional musician and even the layman ; people who only 
care for vocal music aie often termed unmusical by musicians other 
than singers , singeis arc often termed “an unmusical race” by news- 
papet critics because they are not always on the note and aic some- 
times more preoccupied with mere voice-production than interpre- 
tation , virtuosi are often tcimed unmusical because some of them are 
moie preoccupied with what is eftective than with what is high art. 

It will be seen from the foicgomg that accuiate definitions of the 
words “musical” and “unmusical” may be sought foi in vain, and that 
their whole significance is so elastic as to be dependent on personal 
opinion lather than on specific standaids. Foi the puiposc of this book, 
therefore, we may dismiss the negative side of the problem and regard 
all persons as m varying degrees musical who react to music and hence, 
as will be shown, are influenced by music m varying ways. 

There are, of course, a number of people who hold very definite 
ideas as to what is and what is not music, but these people need not 
detam us. To dismiss as “not music” all compositions which appear 
to them ugly or mcomprchcnsiblc may be satisfying to themselves, 
but such a dogmatic attitude is of no special interest to otheis. From 
the standpoint of these pages, all foi ms of composition from the most 
pnmitive folk-song to the most cluboiatc and discoidant examples of 
ultra-modeniism must be regarded as music. Nevertheless it is of 
some interest to speculate as to whcthci ceitam phases of music evoke 
a purely musical reaction or involve other factois of which the listener 
is unaware. A few reflections on the nature of puie music and the 
psychology of soloism may scive to tluow some light on the subject. 

8 



CHAPTER n 


THE PROBLEMS OF PURE MUSIC AND SOLOISM 

By the term “pure music” we do not, of course, refer to a type which 
might be of especial mterest to moralists, but to that form which makes 
an exclusively musical appeal, or is colloquially descnbed as “music 
pure and simple”. The terms absolute or abstract music do not serve 
us, because they are employed to denote the opposite of programme 
music ; and although we shall show later that vocal music is a form 
of the latter, it were mcorrect to imply that instrumental soloism is also 
a form of it. Our immediate object is to show that even so-termed 
abstract music may derive some of its mterest from external thmgs ; 
therefore it is not entirely pure. 

Now, if we are hazardous enough to express a doubt as to whether 
soloism, m whatsoever form, constitutes pure music, we wish to say 
at the outset that no unflattenng aspersions are cast upon soloists as 
such. When, for example, we can say of a woman that she is not 
only clever but also beautiful, we are not saying what is uncompli- 
mentary, but what is doubly complimentary — ^we imply that she makes 
a twofold appeal. And that soloism in a like manner makes a two- 
fold appeal or even a multifold appeal must be patent to all who have 
thought on the subject. Lcavmg aside all other considerations, there 
are two pomts which engage the attention of an audience — the one 
relates to the matter^ the other to the manner. With a certain type of 
audience it is not of importance what the soloist performs, but how 
he performs it — m a word, such an audience does not go to hear the 
composition, it goes to hear the soloist. We have only to hsten to 
ordmary tell-tale turns of speech to realise the truth of this. The 
man m the street says : “I am gomg to hear Paderewski,” not : “I 
am gomg to hear the Moonlight Sonata played by Paderewski,” for 
what he plays would appear to be secondary. All of which denotes 
that the man m the street is more concerned with the performance 
than with what is performed. The more discemmg, however, divide 
their mterest between the two, with a strong leaning nevertheless 
towards the manner of performance. 

It is stating the obvious to say that star-soloists draw the largest 
and most mixed audiences, but the members of those audiences them- 
selves are for the most part unaware of the reason — ^namely, that the 
eiyoyment they derive is not wholly a musical one * it is in part the 
result of seemg a given person make a successful effort ! 

This admiration for the process of efFort-makmg — on the part of 
others — appears to be latent m the entire human race. It explams the 
popularity of acrobats, dancers, football-players, pugihsts and the like. 
It explams why a crowd collects to watch horses draggmg a heavy 
waggon up an almost impossible hill ; it also explams the admiration 
for all virtuosity. The vociferous applause which follows a bravura 
piece at the end of a piano recital is not because that piece was the 
greatest on the programme, but because the pianist was usmg the 
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greatest effort to play it. The high C with which a tenor may finish 
a song is greeted with deafening applause not because a high C is 
more beautiful than a low one — it is often less so — ^but because the 
tenor is putting forward the maximum of effort, concealed or other- 
wise, to produce it. Again, loud music is not intrinsically more beauti- 
ful than soft, yet the former nearly always evokes more applause 
than the latter, partly because it requires more effort to produce. The 
same applies to florid music in contradistmction to slow music, and 
this helps to explam the prodigious success of virtuosity. 

All this goes to show why tlie soloist makes a multifold appeal, 
and if famous, draws the largest audiences. As the making of a 
successful effort is considered synonymous with being clever, those 
persons who are not especially attracted by music as such, may be 
attracted by cleverness. They are like certam men who, having little 
eye for feminme beauty, can nevertheless enjoy the society of a beauti- 
ful woman if she be mtelligent. Such men, however, as goes without 
saymg, do not reap the full benefit of her attractiveness ; they are 
the victims of their own limitations. 

Of the various types of soloism, vocal soloism is in a sense the 
furthest removed from pure music, and this because all smging derives 
a part of its mterest from something external, as previously implied, 
Althou^ songs without words do literally exist, they are exceptional, 
and hence not only words but all they portray must be taken into 
account when considering vocal music. 

Thus the smger who is a great artist is a twofold artist ; he (or 
she) possesses both musical and histrionic capabilities. Effective 
singing is a form of oratory, just as effective oratory is a form of 
music. A great orator needs to be not only something of an actor, 
but also to possess an ear for melodious utterance and rhythm ; a 
great singer needs to be an orator, an actor and a musician all in one. 
Nevertheless the conjunction of words with music is taken so much 
as a matter of coursejthat people seldom look upon songs as anything 
but pure music Our contention, therefore, that all vocal composing 
and rendering constitute a species of programme-music may seem 
extravagant both to the professional and the lay mind. Yet can one 
maintam that the appeal made by a song bke Home, Sweet Home is a 
purely musical appeal ? It obviously makes a domestico-sentimental 
one to all those in whom it does not provoke feelings of distaste. It 
has even been sung by singers with hardly any voice left to sing it 
with ; and despite the fact has brouglit tears to the eyes of the lachry- 
mosely inclined. Home, Sweet Home is a stroke not of musical but 
of sentimental genius ; it is furthermore a noteworthy example of a 
perfect synthesis between the quality of the music and the quality of 
the words. Neither is of value if judged by the standard of high art, 
yet rendered by vocalists with histrionic ingenuity they have conjointly 
moved audiences for over half a century. 

All the same, some songs are more programmistic — to coin a 
necessary adjective— than others. There are songs which relate 
stones in the words actually and in the music imitatively ; and there 
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are those which portray emotion or atmosphere only. Both these 
types have become the fashion of late years. . A third, which was 
prevalent m the Victorian and pre-Victonan eras, has more or less 
died out ; its chief characteristic was tautology and hence artificiahty, 
as was very noticeable m the anas of Handel, Meyerbeer and others. 
To say that there was no connection at all between the words and the 
music would be gomg too far, but there was certainly very little. The 
reason why the aforesaid composers, with their verbal repetitions up 
and down the scale, produced such an artificial effect, was — quite 
obviously — because for one thing they were attempting the impossible ; 
they attempted to turn vocal music into pure music, and only suc- 
ceeded, partially and artificially, m tummg pure music into vocal 
music. This attempt is no longer made nowadays, because we hve 
m a less artificial age, when too glarmg incongruities are not tolerated, 
at any rate m senous art, though they still survive in such entertain- 
ments as musical comedies. Although I am perhaps the first wnter 
to point out that all vocal music is a form of programme music, there 
are many mdications to show that the fact has been realised sub- 
consciously — hence the two surviving classes of song I have mentioned. 
Vocal music having become more mutative and thus more congruous, 
coloratura songs are now only written (though there may be excep- 
tions) when they possess some raison d'etre — an imitation of birds or 
other florid sounds of nature. As for non-coloratura songs, the better 
type are nearly all atmosphere-producing (also a form of imitative- 
ness), the voice-part tendmg more and more towards the declamatory, 
as witness the songs of Debussy, Ravel and other modems. 

There are two forms of imitation m vocal music * imitation of 
inflection and mutation of any sounds to which the poem alludes. By 
imitation of inflection is meant an endeavour to reproduce m music 
the inflection of the voice if a given poem were being recited or spoken. 
As regards this, even renowned composers have shown lapses of taste, 
either because they have possessed no dramatic mstmct or else a faulty 
and illogical one. True dramatic effects are brought about by means 
of mflection and not by imitation. Therefore a composer who is a 
true artist endeavours that his melody shall enhance inflection, and he 
does not detract from the effect produced by the addition of imitative 
melodramatic by-play in the accompaniment. To write mutative 
music that is worthy of the name of art, it is essential to be imitative 
in a new way — a very diflicult matter— and also to be consistent and 
congruous. Moreover, a judicious suggestiveness is usually more 
artistic than realism. The better type of mutative song-writers like 
Debussy and Ravel adopt this method * they use their accompam- 
ments to create a species of stage-settmg for what is to be sung. 

Until the enrichment of harmonic device, song-composers were 
solely dependent on their smgers for the reproduction of the varying 
emotions which the poems demanded. As there were comparatively 
few discords, a concord had oftentimes to do service for the imitation 
of an ugly or a forcible emotion. In Ballads, for example, the self- 
same accompaniment was frequently employed for any number of 
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verses, although the emotional content of those verses was widely 
divergent. Thus the accompanimental part of a song gave no drama- 
tic assistance to its vocal mterpreter. But nowadays an enhghtened 
composer will employ a variety of harmonic devices to express a 
corresponding variety of emotions, whether he alters the melody or 
not. To give added expression to a harsh or ugly emotion he will 
write a harsh or, relatively speaking, ugly discord ; to give added 
expression to a tender emotion he will write a tender-sounding 
harmony, and so forth. Another device is to alter perhaps one note 
of the melody to suit an altered inflection of voice demanded by a 
particular word occurring in verses other than the first. 

It IS unnecessary to pursue this tiam of thought fuither. Granted 
that songs are a species of programme-music, and that audiences may 
be attracted towards concert halls for reasons not wholly associated 
with pure music, the fact remams that they are influenced to a greater 
or lesser degree by such music as they may hear though how and why 
will be explained later. 


CHAPTER m 

THE PROBLEMS OF INSPIRATION AND INVENTION 

Which brings us to one of the most important aspects of musicality — 
invention itself, and all that it denotes and involves. And here, ac- 
cording to some of the more fastidious composers, we shall be tread- 
mg on delicate or sacred ground — at least, so it would appear fiom 
utterances or silences of some composers who wcie requested by Mr. L. 
Dunton Green to define the nature of inspiiation. To quote his own 
words * “The great difficulty of an enquiry of this kind is that some 
not unnaturally look upon it as an impertinent curiosity, as an en- 
deavour to tear asunder the veil that shrouds the Sanctum Sanctorum 
of their art.” Yet why should they thus look upon it ? Inspiration 
may be mysterious m one sense, but that does not lender it too sacred 
to be analysed — as far as analysis is possible. Inspiration is at any 
rate usually associated with beauty, and what is beautiful is worth 
the attempt to comprehend, however difficult the task may be, 

Mr. James Branch Cabell, in his volume Stmws and Prayet -Books, 
has so perfectly expressed the rationale of creative writing that even 
though his remarks apply to literature, they may with some trifling 
adjustment equally apply to musical composition. . , , “The novel- 
ist,” he maintains, “will write m the form . . . which he personally 
finds alluring, his rhythms will be such as caress his personal pair of 
ears ; and the scope of his writing will be settled by what he personally 
does or does not find interesting For the seiious prose ciaftsman will 
write primarily to divert himself— with a part thufty but in the mam 
a philanthropic underthought of handing on . . , the playthings . . . 
wtoh he contrives, for the diveision of those with a like taste in 
anodynes. And to do this will content him.” Mr. Cabell then goes 
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on to say that there is upon him a resistless hunger to escape from use 
and wont , that he seems more utterly resolved than are his fellows 
not to be bored ; and that therefore it is his endeavour to avoid the 
tedium of famihar thmgs. 

Now if we transfer all these observations from the plane of literary 
composition to that of musical, we shall understand at any rate the 
more immediately apparent reason why a composer composes. Quite 
baldly and unequivocally stated-— composition pleases him. If he is a 
bad composer, it results m his pleasmg himself only ; if he is a good 
composer, it results m pleasmg others, either immediately or in the 
course of time. One may even measure the greatness of a composer 
by his capacity for being dissatisfied — ^i.e. with the famihar. Mediocre 
composers are satisfied with second-hand ideas, great composers are 
only satisfied with first-hand ideas, and their consistent greatness is 
partly dependent on their patience m strivmg to obtain those ideas. 
To say that genius is the infimte capacity for taking pains is therefore 
only to state the second half of the truth, the first half bemg that 
genius is the infimte capacity for feelmg dissatisfied. I grant that 
both these statements need to be taken cum gram satis, but consider- 
ing that geniuses, apart from their work, are often hi^y impatient, 
the second half of the truth, as I state it, is approximately as correct 
as the first Comparison with bad or mexperienced composers^ serves 
to emphasise this fact. The young woman who discovers she can, 
after a fashion, compose, will often take the resultant song or whatnot 
more seriously and delightsomely than a genius takes his lastest master- 
piece. That seriousness and dehght may in a small measure be due to 
vanity, but for the most part it is due to an all-too-easily-attained feel- 
ing of satisfaction relative to musical ideas ; this, stated otherwise, 
simply implies a proportionate mcapacity for feehng bored. And 
yet a certain love for a type of novelty is the cause of that satisfaction. 
Now and then to write a song provides a new sensation for our hypo- 
thetical young woman, and that is why it delights her ; but from an 
aitistic point of view her effort is valueless, because comcident with 
an aspect of novelty which proves bormg to all but herself. She 
typifies, m fact, the difference between the master-musician and the 
nonentity the master-musician composes to please himself and 
succeeds in pleasmg others , the nonentity composes to please him- 
self and fails to please others, or at any rate those whose opimon is 
of worth. Some nonentities, however, compose m the hope of pleasing 
others, not so much m order unselfishly to give them enjoyment as 
to reap their approbation. This does not necessarily spring from 
vanity but from fear — ^they need encouragement, for they fear that 
without It the flower of their new dehght, the capacity to compose, 
may wither and die. 

Thus, the whole compositional process is a reachmg-out after what 
one personally likes ; piscatorially expressed it is a fishmg for ideas 
calculated to give one personal pleasure or delict. The prerequisite 


^ For obvious reasons I oirut those who do hack-work solely for money. 
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for this desideratum is that they should be dijfferent, varied, otherwise 
new ideas, for repeatedly to catch the same ideas would be to a com- 
poser as tedious as for a fisherman repeatedly to catch the same fish — 
5 * the simile be pardoned. 

How does a composer fish for ideas ? He improvises m his head 
or on the piano until he stakes ‘somethmg or something strikes him 
which he happens to like ; when this occurs, he writes it down, and 
havmg done so, resumes his fishmg. The Germans have an expressive 
phrase for this “striking” process; they say : “£'5 fdllt ihm etwas 
ein . . which, hterally translated, means “something falls mto him”. 
But It stands to reason that nothing could “fall into him” unless he 
held himself receptive or opened his mind to catch it ; the “fishmg 
process”, therefore, is simply a process of opening the mmd.^ When 
a composer settles down to work, he m reality settles down to “fish”, 
and if he is in good form and his mmd is clear, he then catches or con- 
tacts ideas which are of value to him. When, to the contrary, he is 
not m good form, he only catches the commonplace, which, if he 
possesses the adequate sense of dissatisfaction with the famihar, he 
at once rejects. 

Now there are vanous types of ideas which, m the course of his 
fishmg, may strike a given composer * those which, bemg complete 
m themselves, lead nowhere, and those which lead to a large number 
of further possibilities. Thus there are ideas connected with phrase, 
scales or modes ; ideas connected with device ; ideas connected with 
structure or form ; and ideas connected with haimony. For 
example, a composer may hit upon what is at any rate to him a new 
chord, and having done so, finds to his satisfaction that that chord 
is employable in a hitherto unthought-of variety of ways. He can 
build all kinds of melodic structures over that one chord ; he can even 
use It to form melody itself, as Brahms used his octave-and-a-third 
device. And so he employs that one chord in this, that and the other 
manner until a moment arrives when it entirely ceases to please him ; 
It has grown familiar to his aural sense ; m brief, he has become 
weaned by it and hankers again after something new. Consequently 
he once more starts the fishmg process, and if he is fortunate his efforts 
are rewarded with success , if not, he wisely ceases his attempts, enters 
on a drab period, and tells himself that he is “not in the mood” to 
compose. 

And he who possesses that species of temperament which is content 
to follow the line of least mental resistance will be content to accept 
Mood as the cause of both productivity and unproductivity. He will 
probably tell us that infertile moods are the result of inertia, indi- 
gestion, mental fatigue or any other physical cause ; and that fertile 
moods are conversely the result of good health or being m good form. 
Nevertheless this hypothesis is not water-tight, for the simple reason 
that some great works have been written during periods of ill-health 


^ Sometimes ideas strike him, even when he is not actively holding 
himself receptive, but these moments are comparatively rare. 
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and much physical or mental pain and stress. Beethoven composed 
with remarkable assiduity at times when everything conspired to upset 
him. Mendelssohn, on the other hand, could only compose effectively 
when the nver of life ran a smooth and even course. Some creative 
artists, whether musical or hterary, have obtamed their best mspiration 
durmg the throes of an unhappy love-affair ; not so others — ^in such 
circumstances they have merely languished. Happy love-affairs, on 
the contrary, have galvanised them mto producmg great art. 

Some people have even so far confounded cause and effect as to 
mamtam that dyspepsia is responsible for pessimistic philosophy, but 
in pomt of fact the dyspepsia can only be responsible for the pessim- 
ism and not for the philosophy itself. Philosophers like Carlyle are 
not evolved merely through the eatmg of mdigestible food, nor are 
poets like Dowson evolved merely through unrequited passions for 
barmaids. Romantic passion is a physical-mental phenomenon, and 
although in given circumstances it may produce poetry, it does not 
produce poets — otherwise poets would be more plentiful. On the 
contrary, it is the poet who produces the romantic passion ; he 
poeticalises the barmaid m his own mmd, and then falls in love with 
her. ... All of which goes to show that the prime cause of creative 
or uncreative moods can be neither a purely physical nor a purely 
emotional one — ^in the sense of the physical or emotional influencmg 
the mmd m such a manner as to ►produce or inhibit inspiration. In a 
word, physical and emotional causes are secondary causes, the true 
cause bemg far more recondite. 


CHAPTER IV 

OTHER INTRODUCTORY PROBLEMS 

In the last chapter we analysed what we may with justice term the 
mood-paradox, for, as pointed out, the type of emotion which eventu- 
ates in a productive mood in one man eventuates in its antithesis in 
another ; and this fact presents a contradiction and a mystery of a 
psychological species. We now come up against a contradiction of 
an ethical species. 

Scrutimsed in cold logic it would seem that all artistic creativeness 
is based on selfishness — ^its very nature, combmed with the nature of 
things in general, precludes it from appearing otherwise. To reach 
out after what one personally hkes, quite regardless of the Hkes and 
dishkes of others, is from an ethical standpoint — selfish. Yet the 
creative artist who ‘‘fished for”, caught, and then consistently utilised 
ideas which he personally ^zi-liked, would be either a simpleton, a 
masochist or a dishonest man.^ Thus the artist who tned to be un- 


^ We all know that artists are occasionally obliged to ‘*pot-boir% but 
the man who solely and consistently ‘ 'pot-boils” can never merit the 
name of a true artist. 
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selfish and to please others might possibly reap a celestial reward, 
but he could reap no immortahty on earth. For the prerequisite to 
pleasing others— -namely, the multitude—is to present them with the 
fam^ar ; and the familiar is just what Jwpleases the great artist him- 
self. We have no wish in this connection to falsify history and to 
assert that the great musicians pleased nobody in their day, because this 
is merely a romantic fiction ; but the fact remains that if those 
musicians had endeavoured to please everybody^ the result would 
have been mediocrity instead of gieat and enduring art. The pomt 
is not whom and how many the artist succeeds m plcasmg, but whom 
and how many he endeavours to please. For tins pleasing-process is 
at best a very doubtful enterpnse, because human taste is as unstable 
as the heart of a flirtatious woman, and as often associated with 
insmeenty. With other people an artist never knows where he stands, 
but with himself he always knows, and hence the only person he is 
quite safe in pleasing is himself All the same, looked at one way, 
the less often he succeeds m pleasmg himself, the greater will be his 
art ; and looked at another way, the more often he succeeds m pleasmg 
himself— also — the greater will be his art * which is a paradox. Yet 
Its elucidation is quite a simple matter, for the truer the artist, the 
more consistently self-cntical and the more selective m his choice of 
ideas ; at the same time, the greater the artist, the greater the number 
of ideas worthy of his selection. Differently worded, the true and 
fertile artist is very difficult to please, but succeeds m pleasmg himself 
often, but the true and unfertile artist is difficult to please and succeeds 
m pleasmg himself seldom ; the mediocre artist, on the other hand, 
IS not difficult to please, and hence usually pleases himself all the time. 

Thus whatever type of example we adduce, wc see that creativeness 
must always be alhed with selfishness. And yet theie is such a thing 
as being selfish with an unselfish motive. This is what is meant by 
the “philanthropic underthoiight” mentioned by Cabell and previously 
cited ; It IS the undei lying aspiration to produce art not only for art’s 
sake but for humanity’s sake. The artist hopes that in giving aesthetic 
pleasure to himself he will give it to others as well— whether immedi- 
ately or eventually will depend on the type of pleasure which happens 
to appeal to him, and whether it can readily be shared by others or 
not. And so when we speak of a great composer as being “m advance 
of his time”, we really mean that he takes his pleasures in so unusual 
a manner that many people neither understand nor share them until 
perhaps years hence. 

Yet although it is an obvious fact that inspiration and the un- 
familiar are closely allied, it does not explain altogether why m the 
long run creativeness is demanded of an artist, be he painter, poet or 
composer. The explanation is not entirely to be found in the craving 
for novelty itself, otherwise music-lovers would only wish to hear a 
work once, however great its merit. Yet that a craving for novelty 
does play an important part in the matter is evident. Even a com- 
paratively fine work, if played too often, begins to pall and is said to 
have become hackneyed or antiquated, which means that its novelty 
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has worn off and that it ceases to provide its listeners with a satisfying 
new sensation. Althou^ not intrinsically banal, it seems to take on 
an appearance of banality. Compositions, however, which succumb 
to such a fate, are as a general rule short ones — and this is also sig- 
nificant. Short pieces are more easily retained by the memory and 
hence reiterated “m one’s head”, whereas long pieces are not thus 
easily retained and therefore provide for their hsteners a certain element 
of the new whenever re-performed. Moreover, as goes without say- 
ing, an origmal lengthy composition provides a greater quantity of 
newness than a short one ; it also, bcmg usually more profound, 
provides greater exercise for the mind. Many people can no longer hsten 
to an opera, say, by Donizetti, for the simple reason that they under- 
stand It too readily ; but they can still enjoy a symphomc work 
by Brahms. This is because what is termed depth m music is an- 
other aspect of the new or unfamihar ; in other words, depth operates 
on the mmd m a somewhat similar way to novelty. The same applies 
to some forms of hterature : an unfamiliar speech in a Shakespearian 
play may strike one on first reading as profound, but a famihar one 
merely strikes one as true — ^and perhaps beautiful. Nevertheless the 
degree of creativeness or novelty demanded by the pubhc varies con- 
siderably. Generally speaking, old and hence often unprogressive 
people enjoy the famihar, while yoxmg and progressive ones enjoy the 
unfamihar. It is not the elderly but the young who, complaining of • 
concert programmes, cry : “Why the same old thmgs, year in, year 
out ?” Why . . . ? Because the committees who arrange concert- 
programmes are often composed of elderly men whose interest in the 
creative faculty is on the dechne. We would m fact suggest that there 
exists a certam subconscious connection between the desire to pro- 
pagate the human and the artistic species, and that when that desire 
m relation to the former dechnes, it may, ana often does, likewise 
dechne m relation to the latter. If this theory is correct (and we are 
not the first to propound it) then it explams that desire for novelty — 
otherwise termed the progressive spirit — ^to be found m young and 
healthy mentahties, and, conversely, that lack of desire m the aged. 
The wish for progress is at once an asj^t of the creative instinct and * 
a certain dissatisfaction with the famihar. This unphes that the love 
of origmahty, mventiveness, creativeness — all synonyms — ^is a per- 
fectly natural and healthy mstinct pertaining to the human race. It 
only becomes unhealthy when augmented to undue proportions, in 
which case it degenerates into a vice, a love of sensationahsm, a craving 
for the new at all costs. 

Granted then {a) this healthy desire for the new, {b) that aU “im- 
mortal” ideas must be new at the time of their inception, how are we 
to account for the fact that when once conceived they contmue to 
satisfy us, at any rate for a certam length of time ? When Wagner 
wrote the openmg phrase of Tristan und Isolde he wrote a phrase that 
was entirely new as well as beautiful ; and although we may have 
heard this phrase countless times, it has lost none of its beauty, even 
though it can no longer be new to us. On the other hand, if we hear 
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a phrase resembling it by a Wagnerian imitator, even though we may 
be hearing it for the first time, and it is thus slightly newer for us than 
the original, it fails to satisfy us and we dismiss it with the significant 
and condemnatory remark : “Oh yes— Wagner To say that 
Wagner was a great composer and his imitator was not is to state a 
fact, but It leaves us exactly wheie we began — it does not explam why 
imitation results in poor art and invention m high art. Furthermore, 
if we assert that Wagner was mspired and his imitator uninspired, we 
are no nearer the solution of the particular problem until we under- 
stand the nature of inspiration itself. Certam schools of philosophy, 
as well-informed people are aware, have thrown some light on the 
subject by positmg the existence of a World of Ideas, and have im- 
phed that the time genius, in whatsoever sphere, is he who has the 
power to contact that World of Ideas itself, and to select and translate 
some of them, with all their beauty, mto earthly symbols , the imi- 
tator, on the other hand, only offers a poor and distorted reflection 
of them ; hence their lack of power reaUy to move and emotionalise 
us. Ihey are no more, mdeed, than a feeble translation of a transla- 
tion, in which the beauty and force of the ongmal have been lost. 
That such a hypothesis regarding a World of Ideas may be sub- 
stantiated, we shall be at some pams to show in the foUowmg pages, 
as also the reason why only certam composers are able to obtam their 
ideas from the Fountain-head, so to word it, and not others. 

Meanwhile a final problem is mvolved * how is it that m each 
period of musical history a particular composer has contacted and 
selected a particular set of ideas, the aggregate of which have consti- 
tuted what IS now known as his mdividual style ? Has his selection 
been purely the outcome of individual temperament and taste, or been 
influenced by powers extenor to himself ? If the former, then there 
IS no reason why a music closely or moderately resembling that of a 
Mozart or a Schubert should not have been composed, say, a hundred 
years before either of those musicians lived. Out of the numerous 
composers who existed on the earth simultaneously, it would be curious 
if not even one were amongst them whose character bore a resem- 
blance to that of Mozart or Schubert. We grant one must not push 
this line of argument too far , such a comparatively elaborate music 
as that of Schubert, for mstance, could hardly have been written in 
the days of the Troubadours because the necessary material for per- 
formance was not in existence. But with certam superficial modi- 
fications, It could easily have been written in the days of Bach. 
Musicology shows that m the latter’s works harmonies are to be found 
which are every whit as darmg as, and some of them far more so than, 
those of Schubert. This also goes to prove that each great composer’s 
creative output is not the logical consequence or evolution of a previous 
composer’s output. 

In fact, the whole matter is more involved than it appears on the 
surface, and unless we are content to fall back upon that much-over- 
burdened scapegoat Pure Gbance, the solution can only be found m 
the rarer ethers of Esoteric Science. 
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CHAPTER V 


THE ESOTERIC SOURCE OF THIS BOOK 

When some years ago I wrote from the esoteric standpoint a book 
called The Influence of Music on History and Morals, I was faced with 
many diflBculties which time and the trend of opinion have subse- 
quently diminished. Durmg the last ten years occult ideas in one 
form or another have become widely disseminated, and scepticism 
towards the not immediately explamable or perceptible has ceased to 
be the fashion among the intelhgentsia. Spirituahsm has recruited an 
ever-mcreasmg number of adherents ; theosophical ideas have been 
embraced even by non-theosophists ; astrology finds its place m the 
daily papers ; reincarnation and Karma (the law of cause and effect) 
have been accepted as logical doctrines, while the higher types of 
clairvoyance, clairaudience and kindred faculties are no longer treated 
as subjects for ridicule and pseudo-sapient negation. Chnstianity is 
also undergomg changes, and the recognition of an esotenc or hidden 
side to its many pronouncements is ever growing wider. Even science 
is becoming more occult — though the scientists themselves may object 
to the term — ^for the recogmtion of hidden forces plays an important 
part in modem scientific conclusions. 

All this bemg so, m puttmg forth this new book, in which, how- 
ever, I embody such portions of the old as are indispensable to the 
basic argument, I am enabled to dispense with many of those dis- 
sertations on the rationale of Occult Science itself, which aimed at 
enlightenmg the general pubhc, but which could only prove irksome, 
because already famihar, to occultists of various schools. For in- 
stance I was constramed emphatically to argue the actual existence of 
that Hierarchy of Great Sages, Initiates, Adepts, known as the Great 
White Lodge,^ which exercises such a nughty influence over the 
evolution of mankmd. But m the interim the Mahatma Letters'^ to 
A. P. Sinnett have appeared, and also a notable book. Through the 
Eyes of the Masteis, by David Annas,® which testify to the fact that 
these mystenous Sages were not the invention of that much-maligned 
occultist, Madame Blavatsky, but have been, and can be, contacted 
by all those who are prepared to develop the necessary though with 
difficulty attamable qualifications. The result, both direct and in- 
direct, of these books and others of a similar trend,^ has been to dispel 
that feeling of opposition which so often anses in the minds of 
sceptically disposed people when confronted with ideas or facts with 
which they are entirely unfamihar. This is partly because ideas, 
floating about, so to say, m the mental atmosphere, filter throu^ to 
the subconscious before they are apprehended by the objective mind. 
As the psycho-analyst imphes, it is not the conscious brain which 
resists a new idea, but the subconscious — a condition which is altered 


^ See Chapter XVI. ^ Rider and Co. 

® Routledge ^ See also The Initiate, etc. Routledge. 
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when forces of thought have repeatedly impinged upon it, and, like 
eddies of water in connection with a stone, have worn away away its 
resistance. In a word, that ignorant and complacent antagonism 
towards new revelations has perceptibly waned, as also the exaltation 
of mere belief as opposed to knowledge. Consequently the ground 
has been prepared for what has been given me to set forth m this new 
volume. For althou^ in The Influence of Music on History and 
Morals I stated unequivocally that I was mdebted to a high Initiate 
of Esotenc Science for all my information regardmg the hidden effects 
of music, I was not permitted to disclose his name— the time not being 
npe— nor yet that of the remarkable seer who clairaudiently received 
that information and passed it on to me to be expounded and 
elaborated. Fortunately, however, this injunction has now been 
rescinded, and I am m a position to acknowledge my indebtedness 
to the Master Koot Hoomi, who was my Authority for what was 
previously set forth and for much added information which follows. 
This Hi^ Initiate, who, I may mention en passant, graduated at Oxford 
m 1850 and now resides in Shigatse, takes a special mterest m the 
evolution of Western music, a fact which Theosophical literature has 
failed to stress, even tihough He was one of the two sponsors of the 
Theosophical Society at its mception towards the end of last century 
Indeed, He considers it advisable that students of occultism of all 
schools should more fully appreciate the great importance of music 
as a force in spiritual evolution, and to this end He has revealed much 
that has hitherto not been revealed, and that cannot fail to prove of 
paramount interest to all music-lovers. 

Yet at the time when I wrote my first book on this subject, nothing 
could have been achieved without the mstrumentalily of His pupil, 
Nelsa Chaplm,2 a highly-trained clairvoyant of unusual sensitiveness 
who, since her earhest days, had been in close telepathic contact with 
Master Koot Hoomi. This remarkable seeress was none the less 
remarkable because her name is not to be found among those of 
psychics who have attained world-wide recognition. Her true 
spintuality was such that she gave freely of her gifts, yet never turned 
them to mundane account nor indeed exploited them in any way 
whatsoever,^ as our brief outlme of her history will show. Bom of 
elderly parents, from her earhest years she possessed supernormal 
faculties, among which was the power to leave her body and transport 
herself in spirit to the higher planes as well as to physical-plane 
localities thousands of miles away. She remembered, for instance, 
as a mere child having been frequently transported to Master Koot 
Hoomi’s house at Shigatse in the Himalayas, where on many occasions 
she hstened to those improvisations on the organ which form a part 


EReaders are reminded that Theosophy is no sect or new-fangled 
rehgion, hut the synthesis of Science, Philosophy and Religion m its 
most all-embracive sense 

* A pen-portrait of her under the name of ‘‘Christabel Portman” has 
appeared in The Initiate in the Dark Cycle, by His Pupil. Routledge. 
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of His many and varied activities. But apart from these spiritual 
transportations, or so-termed astral projections, she possessed the 
faculty of “tunmg-in” to the Master’s Ihou^ts, a faculty which would 
seem well-nigh mcomprehensible to the lay mind, did not Wireless 
bear to it so close an analogy. For the fact of mvisible thought- 
currents vibratmg through the ether and “picked up” by braias suffi- 
ciently sensitive is, although on a dffierent plane, in itself no more 
and no less miraculous and mysterious than the fact that the vibrations 
of a Beethoven Symphony from Prague or Rome may be carried 
throng the ether and heard by hsteners m outlymg villages in England ! 
All is vibration of varymg grades. On the plane of mentahty. Adepts 
living m complete seclusion are able to commumcate with Their 
equals, disciples and pupils thousands of miles away, provided the 
“receiving-stations” are properly attuned. 

And that Nelsa Chaphn was one of those whose dehcately poised 
mental equipment was so attuned I have already imphed. Moreover, 
she was remarkable m other ways. She had evinced a precocity 
which enabled her at an unusually early age not only to read and 
appreciate such works as those of Dickens, but to play and improvise 
upon the piano m a most phenomenal manner. Phenomenal, also, 
in their accuracy and scope were those clairvoyant and clairaudient 
faculties which made this strange httle bemg seem such an emgma 
to many m her environment. Her affinity with birds and flowers, 
the facility with which she appeared to be able to contact the essence 
of music Itself, proclaimed her almost more of a fauy than a normal 
child. But completely unselfconscious and unable to reahse that 
others could not see and hear what she could, the possession of her 
psychic gifts m particular was often a cause of misunderstandmg and 
jealousy. Yet though her sensitive nature suffered much m conse- 
quence, the directing influence of her Master saved her from the 
spintual and psychic bhndness which has been the fate of many other 
perceptive children misunderstood by unimaginative elders. 

As she grew up her faculties became augmented and perfected. 
Through her improvisations she conveyed, m terms of music, states 
of soul-consciousness, or even such harmonies as she might hear when 
she beheld a beautiful sunset : for to one so unusually endowed a 
sunset may be audible as well as visible. And sometimes Master 
Koot Hoomi would actually play through her, when He desired to 
achieve some special — ^usually healmg — effect on those under her care. 
For it should be mentioned that during a number of years she was 
associated with a species of guest-house which, in connection with 
her husband and a doctor, was run mostly for the treatment of strange 
and obstmate diseases, many of which had baffled more orthodox 
medical practitioners A system of colour-heahng had been evolved 
under the direction of the Masters, and very remarkable were some 
of the results achieved m regard to these diseases, which were usually 
found to be psychological in origin, and to involve the subtler bodies. 
Here it was that Nelsa Chaplm’s clairvoyant faculties of diagnosis 
proved so invaluable ; and in addition, on all those who suffered 
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both m mind and body she showered a sympathy and an understanding 
which in themselves were healing balm to many a friendless or world- 
battered soul. Great mdeed the solace and spintual wisdom she 
dispensed to those tormented by doubts, complexes and fears ; and 
when she was baffled as to what Ime to take with a given patient it 
was to the voice of her Master that she listened for guidance and 
direction. 

For a great honour was hers * both the Master Koot Hoomi and 
the Master Jesus frequently overshadowed her and used her as Their 
medium, ^t should here be mentioned that the Master Jesus is 
particularly interested m those occupied m the work of healing.) She 
told me how one day for the first time she had experienced the wonder- 
ful sensation of bemg lifted out of her body by Master Koot Hoomi, 
and how, as she stood by His side m her spiritual body, she saw Him 
controUmg her physical m order to speak to her husband and the 
doctor. 

Many of the patients, however, had never even heard of Masters, 
except perhaps m a vague way, and were content to regard Mrs. 
Chaphn merely as a lovable personahty with a wonderful gift of 
intuition ; while some of those who were Theosophists, holdmg the 
idea that all commumon with the Masters is exclusively reseiwed for 
Leaders of the Society, never suspected how closei her contact with 
Them actually was. 

It may pertmently be asked why one so umquely endowed should, 
even despite her natural reticence, not have come before the notice 
of at any rate her fellow Initiates^ ; and the answer is that it was 
not her destiny in this particular incarnation thus to be recogmsed 
and publicly acclamied. Rather was it intended that her life— as 
mdeed that of most advanced Initiates unless they have some specific 
mission in the outside world— should be one of self-sacrifice made in 
comparative obscurity. And that well-nigh incessant suffering was 
her portion,® all those who knew her intimately are fully aware Her 
whole being was so responsive to the harmonies of the higher spheres 
as well as of this one, that it had been her great longing to devote her- 
self entirely to music— to convey m earthly sounds some echo of those 
celestial ones to which she was so subtly attuned. Yet there was 
other and less congenial work to be done, for the sake of which this 
longing had very largely to be set aside, and only given expression on 
those rare occasions which I have mentioned. Furthermore, she had 
to contend against a perpetually ailmg body, against poveity, worry 
and tormentmg problems of numerous kinds ; even against an envy 
and a jealousy for which she in her modesty and simplicity could never 
account. 

Nevertheless she lived and suffered not only heroically, uncom- 


^ Broadly speaking, initiation confers the power to respond to higher 
and higher rates of vibration and states of consciousness. 

® Readers should be reminded that Initiates are not allowed to use 
their powers to heal or benefit themselves in any way, 
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plamingly, but joyously until the end : joyously, in that her conscious- 
ness, even while she struggled with earthly difiSculties, was almost 
permanently at one with the joy of the Higher Ones. 

My own association with Nelsa Chaplm extended over a period 
of seven years, and durmg that time on many occasions Master Koot 
Hoomi spoke to me through her, givmg of His pearls of wisdom and 
instructing me as to how I could best serve the Great White Lodge, 
not only by my music — which He often inspired — ^but also by my 
pen. It was on one of these occasions that He told me the time had 
come when it was desirable that mankmd should be enhghtened re- 
gardmg the esoteric effects of music and its influence upon well-nigli 
every phase of civilisation. “And it is for you, my son,” He added, 
“to wiite a book on this subject, with the aid of the l^loved pupil 
throng whom I speak.” 

Thereafter a time was set aside when Nelsa Chaplm would get 
mto rapport with the Master, and while she clairaudiently listened to 
the data He gave, I would make notes to be worked out in detail later 
on. Sometimes she would require to look up the Akashic Records^ 
since certain parts of the book dealt with eras long ante-datmg history. 
At others she would answer the many questions I had perforce to ask 
regarding this or that difficult point. After I had completed a few 
chapters, I would read them to her, either at “The Firs” or at my 
own house, while she would listen for any comments or corrections 
the Master might wish to make. In this way the book came to be 
written, inspired and sponsored by Him Who m a former life had been 
the great philosopher and musician, Pythagoras the Sage.^ 


But my association with Nelsa Chaplm has not ended with her 
passing. Under exceptional circumstances we have been able spiritu- 
ally to contact her along the thought-currents of those activities with 
which she was connected while on earth ; and it may be mterestmg 
to spiritualists — indeed to all those who believe and loiow, and even 
those who would merely like to believe and know, that their loved 
ones still survive after death — ^to realise how closely she is able to 
watch over and further the work she started in her hfetime. 

Thus she has conveyed that when the Masters of Wisdom inspire 
the writing of a particular book. They watch with Their far-seeing 
spiritual eyes over its faring in the world, so that They may gauge the 
effect It produces both individually and collectively. They come to 
perceive which portions are assimilated and which rejected, either 
because they fail to excite interest or because the majority of readers 
are not yet m a position to comprehend them. Moreover, tempera- 
ment and the characteristics of the, age have to be taken mto accoxmt. 
People of today — ^very different ffom their predecessors — ^require 
eve^hing in as condensed a form as possible. That “speeding-up” 


^ The record of past events impressed upon the ether, and only to 
be deciphered by highly trained clairvoyants. * See Appendix. 
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noticeable in so many departments of life has not failed to react on 
certam branches of literature. Therefore at my friend’s suggestion 
some amendments and curtailments have been made in such portions 
of the original book as I have incorporated in this present one, and 
much new material has been added in accordance with her Master’s 
wishes. 


CHAPTER VI 

THE EFFECTS OF SOUND AND MUSIC 

^The influence of music on the development of religion is a subject 
which would repay a sympathetic study.” 

Frazer * The Golden Bough 

Throughout the ages, philosophers, rehgiomsts and savants have 
realised the supreme importance of sound. In the Vedas, said to be 
the oldest scriptures m the world, it is stated that the whole cosmos 
was brought into mamfestation through the agency of sound. And, 
later on, the author of St. John’s Gospel expressed, m effect, the same 
truth, when he wrote : “/« the beginning was the Word^ and the Word 
was with God, and the Word was God,'" The writei of the Book of 
Joshua must also have possessed some knowledge of the power of 
sound, otherwise it is unlikely that he would have wutten the story of 
the Fall of Jericho. 

It has been proved that sound can be both co/zstiuctive and de- 
structive : It can create forms, it can also destroy forms. From a 
chaotic sprinkling of sand on a glass plate, geometrical patterns may 
be formed with the aid of a violm-bow drawn acioss the edge of the 
plate , a fact which goes to prove the constructive effect of sound- 
vibrations. Conversely, the sound of the human voice may be em- 
ployed to shatter a tumbler or wine-glass to atoms. 

And, apart from this, it is patent to every one who has given the 
subject a moment’s thought that it is to sound we originally owe our 
power to commumcate one with another. This power, m its most 
elementary form, is first perceived m the animal — it reaches its cul- 
mmation in the speech of Man. From speech to the most elementary 
form of song was but a step, and, with the taking of that step, music 
came into being. 

And if sound m itself is of such importance, what may be said of 
it when blended and mellowed to form the art of music ? For answer, 
let us turn to one of the greatest thinkers of all times. “Musical train- 
ing, ’’^writes Plato, “is a more potent instrument than any other, be- 
cause^^rbythm and harmony find their way into the inward places of 
the soul, on which they mightily fasten, imparting grace, and making 
the soul of him who is nghtly educated, graceful.” So pronounced, 
indeed, was Plato’s opinion of the effects of music that in another 
part of his Republic he says : ^^The introduction of a new kind of music” 
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(this also included poetry and dancing) ^^must be shunned as imperilling 
the whole State , since styles of music are never disturbed without 
affecting the most important political institutions.^'' Nor was Plato 
alone m his opinion, for Aristotle undoubtedly shared it when he 
wrote . , . “emotions of any kind are produced by melody and 
rhythm ; therefore by music a man becomes accustomed [italics ours] 
to feeling the right emotions ; music has thus the power to form 
character^ and the vaiious kinds of music based on the various modes, 
may be distinguished by their effects on character — one, for example, 
workmg m the duection of melancholy, another of effeminacy ; one 
encouiagmg abandonment, another self-control, another enthusiasm, 
and so on through the series”. 

Such, then, were the opimons of these ancient philosophers whose 
wiitmgs have long survived the dust of Time. Yet, although they so 
forcibly expressed themselves relative to the comparatively simple 
music of their day, it seems to have struck very few writers, let alone 
the laymen of our present geneiation, that various types of a music 
far more complex, far more powerful, possess qualities other than 
purely artistic, pleasure-giving, transiently soul-stirrmg or conversely 
soothing. For years music-lovers have listened to the oratorios of 
Handel, to the symphomes of Beethoven, to the etudes of Chopm, and 
to the operas of Wagner, and have realised that each of those master- 
musicians has created a special individual style, and that a Beethoven 
symphony is an entirely different work of art from an oratorio of 
Handel Nevertheless, not one of these music-lovers appears to have 
credited either Handel or Beethoven with exeicising a definite and 
general mfluence on character and morals , and, no doubt, if they 
have read Plato’s views on music and its effects, they will merely have 
considered him the victim of an erstwhile superstition. Yet that such 
a notion was erioneous we hope to prove m the following pages. 

We purpose, m fact, to show that each specific type of music has 
exercised a pronounced effect on history, on morals and on culture ; 
that music — ^however horrifying this statement may appear to the 
orthodox — is a more potent force in the moulding of character than 
religious creeds, precepts or moral philosophies ; for although these 
latter show the desirability of certain qualities, it is music which 
facilitates their acquisition. 

A little reflection on the subject must bring us to the conclusion 
that music operates on the mind and emotions of man through the 
medium of suggestion. To paraphrase Anstotle’s statement, if we 
repeatedly hear melancholy music, we tend to become melancholy ; 
if we hear gay music, we tend to become gay, and so forth. Thus 
the particular emotion which a given piece of music depicts is repro- 
duced m ourselves ; it operates through the law of correspondences. 
Furthermore, our researches have proved to us that not only the 
emotional content but the essence of the actual musical form^ tends 
to reproduce itself m human conduct , hence, we may with justifica- 


See Chapter XXXII. 
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tion formulate the foliowmg axiom — as in music^ so in life. And it is 
very important that the reader should bear this axiom m mind m 
considermg all that follows. 

Psychological mvestigation has proved that by the repetition of a 
formula suggesting physical or moral quahties, those qualities can 
actually be acquired. A case in point is the application of M. Coue’s 
formula : “Day by day m every way I get better and better.” And 
it should be noted that the more quiescent the patient, the more 
efficacious the suggestion, for in the quiescent state, the spirit of 
opposition has no occasion to asseit itself. Music is a species of 
formula, with the additional advantage of not being expressed m 
wor^ which could arouse this spit it of opposition — we do not, of 
course, refer to songs. It is so insidious that it suggests vffiile the 
listener remains unaware of the fact.^ All that he lealises is that it 
awakens certam emotions, and that m degree those same emotions 
are always awakened by the same or similar musical compositions 
Music, therefore, is constantly suggesting to him states of emotion and 
reproducing them m him, and as emotional habits are as readily 
formed as, or even more readily than, other habits, they eventually 
become a part of his character. It is obvious that Aristotle was aware 
of tins when he wrote that “by music a man becomes accustomed to 
feeling the right emotions”. 

But we do not intend to imply that music operates on the emotions 
only . there are several types of music which operate on the mind. 
Thus we shall see m due course that Bach’s music had a very definite 
effect on the mentality — for, m accordance with oui axiom, as Bach’s 
art IS of an intellectual type, it produces an intellectual effect. 

But the question arises, has music, at any rate in the past, been 
sufficiently disseminated to bring about such prodigious effects on 
mankind in general as are claimed for it m this book ? How can 
music have influenced collective thought, unless so widely diffused as 
to operate directly on the greater bulk of humanity have there not 
been vast numbers of people who seldom, if ever, hcaid music of a 
serious character ? Yet although the question is pertinent, it is easily 
answered. History shows that luleis and leaders of thought — and it 
IS these who are chiefly concerned— have nearly always been m contact 
with some form of music. Kings, dukes, popes and princes have had 
their “court musicians” ; feudal lords and batons have had their 
bards, while the masses have at any rate had then folk-music. From 
the most ancient times, wherever there has been any degree of civilisa- 
tion, music has played a role of more or less impoitance. And the 
following pomt should be emphasised : that wherevei the greatest 
variety of musical styles has obtained, there the adherence to tradition 
and custom has been proportionately less marked ; and where musical 


^Why the results of ‘‘musical suggestion” are not so specific and 
concentrated as those of ordinary suggestion is obvious A man may 
confine himself to the repetition of one formula for months, but he may 
hear hundreds of varying types of music during the same period. 
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styles are limited, as, for instance, in China, adherence to — ^nay, even 
worship of— tradition obtains to a marked degree. We are fuUy 
aware that m stating this we would seem to be lending weight to the 
prevalent notion that styles of music are merely the outcome and ex- 
pression of civilisations and national feelings — ^that is to say that the 
civihsation comes first, and its characteristic species of music after- 
wards. But an exammation of history proves the truth to be exactly 
the reverse : an innovation in musical style has mvariably been fol- 
lowed by an innovation m pohtics and morals. And, what is more, 
as our chapters on Egypt and Greece will show, the dechne of music 
in those two mstances was followed by the complete decline of the 
Egyptian and Grecian civilisations themselves 

There is one more point to be noted in this preliminary chapter. 
We have to take mto account that element in the masses which causes 
them to reflect or absorb the opmions of others, whether those others 
be leaders or merely characters more forceful than themselves. Thus, 
even m times when music of every description was not broadcast as it is 
today, assuming that a number of people never heard a note of music 
at all — ^which is unhkely — ^they were none the less influenced indirectly 
by it, and this also applies to the frankly unmusical. Consequently 
a large portion of this book is concerned as much with the indirect 
effects of music as with the direct ones. For instance, the direct 
influence of Handel’s music was, among other things, to inspire awe 
and reverence, but the mdirect effects were, as we shall see, to engender 
some of the less agreeable charactenstics of the Victorian era. 

It is our task to show the vanous ramifications, outcroppmgs, by- 
products and composite influences of music in general, from the 
earhest times to the present day. But, for reasons of expediency, we 
propose to deviate from the usual course of “begmnmg at the be- 
ginnmg”, and, mstead, to commence with those comparatively recent 
master musicians datmg from Handel. This mverted procedure has 
been adopted because, whereas the reader is likely to be familiar with 
comparatively recent music, and hence in a better position to follow 
the argument, he is less likely to be famihar with ancient music. How- 
ever, when once the premise has been accepted he will have no 
difficulty in following cause and effect m relation to that music with 
which he is not actually familiar. 

' To summanse : Music affects the minds and emotions of mankind. 

It affects them either consciously or subconsciously, or both. 

It affects them through the medium of suggestion and reiteration. 

Jtfe' affects them either directly, mdirectly, or both. 

Hence, as m music, so in life. 
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Part II 


BIOGRAPHICAL, ANALYTICAL, AESTHETICAL 


CHAPTER Vn 

GEORGE FREDERICK HANDEL AND THE VICTORIAN ERA 

In 1710, Georg Friednch Haendel, bom at Halle, m Saxony, and 
known to the English as Handel, visited London ; but, as he was 
under an engagement to the Elector of Hanover — ^afterwards George I 
of En^and— his visit was a short one. He returned, however, m 1712 , 
from that time onward until his death he hved m this country, and 
to the influence of his music we largely owe the charactenstics of the 
Victorian era. It was, in fact, his exalted mission to revolutiomse the 
state of English morals ; it was he who came to be responsible for 
the swing of the moral pendulum from the one extreme of laxity to 
the other of undue constramt That his works should have taken 
some time to bear fruit is because the higher type of music is less 
speedy m its results than the hghter-vemed ; the former being less 
often played We must also take into consideration that Handel did 
not reach his maturity until about 1739, when Istael in Egypt was 
first performed. It is therefore no matter for surprise that the full 
and many-sided influence of his music was not disseminated until the 
Victorian era was well imder way. 

The effects of the Handel oratorio — ^for we are less concerned with 
his other work — ^weie the awakening of reverence and awe with all 
their concomitants and consequences. The natuie of these latter will 
be understood when we say that it is largely, though indirectly, owing 
to Handel that the Victoiian age was so steeped in conventions, and 
that many of its people were prudish, punctihous, and tainted with 
pnggishness. But these undesirable attributes must be regaided as 
the defects of qualitieSy as the inevitable result of Handel’s influence 
on certain temperaments. There are people to whom moderation of 
any sort is unknown, which should be borne m mmd when considering 
the contents of this chapter. 

In writmg a book of this nature, it is important that all considera- 
tions of personal taste and preference should be excluded ; it is for 
this reason that we make no apology for citing the opinions of others 
m connection with those composers under review. But we have 
further reasons : it is essential to obtain some idea of how those great 
creative talents were regarded at an earlier epoch than that at which 
we write — at an epoch when the elaborations and complexities of moie 
modern composers were unknown. In other words, how did Handel 
stnke the people of that era which he was instrumental in moulding ? 
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To answer this question, we will quote from a series of lectures de- 
livered by a noted divine of the Victorian period. 

“The works of Haydn,” he maintained, “of Beethoven, Mozart, 
Mendelssohn, Spohr and others — great masters ! — are performed, and 
they are admired, and justly so, but they have not the hold upon the 
taste and feelmgs (of Englishmen at least) that Handel has. He is 
the greatest and the favourite. He stands alone. His great produc- 
tions are unaffected by time. The vicissitudes caused by varying 
fashions, by changing tastes or changmg schools, are temporary. We 
cannot conceive the possibility of any human composition permanently 
taking the place of the Messiah. There has of late years been a great 
revival of taste for high music, but the more high music is cultivated, 
the more marked amongst great composers is the supremacy of Handel. 

“To state as briefly as possible the general grounds on which I 
argue the ments of Handel as a composer, I should say they are — 
first, the majesty and subhmity with which he treats his subj'ects ; 
second, his great power in pathos ; and third, generally in an exquisite 
appropriateness of his music to the words he has set.”^ 

But if these eulogies go to prove the esteem m which his works were 
held, the followmg encomium, from the pen of a contemporaiy Mus. 
Doc., is even more significant. “The choruses,” he writes, making 
comparisons favourable to Handel, “of Mozart and Beethoven are 
frequently magnificent^ but seldom sublime'""^ It is, m fact, the 
sublimity of Handel’s music which impressed so forcibly his many 
admirers. “Other composers may at times be grand and powerful,” 
as the reverend lecturer we have first quoted continues, “but they la^ 
the simple grandeur with which Handel can bring forth his ideas. . . . 
He produces some of his most touching and most sublime effects by 
efforts which are wonderfully simple. . . , Now ... it is a mark of 
real power and of very elevated capacity for a composer to produce 
what IS great art and at the same time simple.” 

These eloquent tributes to Handel’s awe-and-reverence awakening 
influence might be multiphed, but we will be content with two other 
citations, one from the Quarterly Review, the other from Dr. Gregory’s 
biography of the Rev Robert HaU. “We feel,” runs the first of these, 
“on returning from heanng the Messiah, as if we had shaken off some 
of our dirt and dross, as if the world were not so much with us ; our 
hearts are elevated, and yet subdued, as if the glow of some action, or 
the grace of some noble principle, had passed over us. We are con- 
scious of havmg indulged m an enthusiasm which cannot lead us 
astray, of tasting a pleasure which is not of the forbidden tree, for it 
is the only one which is distinctly promised to be translated with us 
from earth to heaven.” 

Nor is the second citation in its own way less pregnant with mean- 
ing. “Mr. Hall,” it runs, “was present m Westminster Abbey at 
Handel’s commemoration. The King, George HI, and his family 


^ Dean Ramsay, The Genius of Handel 
* Dr. Crotch, Lectures on Music. 
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were in attendance. At one part of the performance of the Messiah 
(the Hallelujah chorus) the King stood up, a signal for the whole 
audience to nse ; he was shedding tears. Nothmg, said Robert Hall, 
had ever affected him more strongly ; it seemed like a great act of 
national assent to the fundamental truths of religion.” 

So much then for the general and essential influence of Handel’s 
music. We will now deal with those outcroppmgs already mentioned, 
and their cause. 

Those who have closely examined Handel’s technique will observe 
that he had a strong predilection for the repetition of single chords, 
fox two or more bar phrases, and for sequences — ^viz : the reiteration 
of a phrase in a different position or on a different degree of the scale. 
Thus, apart from its emotional content, Handel’s music was pre- 
emmently formal m character, consequently it was formal m effect. 
If, however, we combme its emotional quahties with its formahsm, 
and to repetition and musical imitativeness — ^for sequence is but 
imitativeness — ^add grandeur, the net result is the glorification of 
repetition and imitativeness ; and if we translate all this from the 
plane of music to that of human conduct, we get love of outward 
ceremony and adherence to convention. For, after all, what is con- 
ventionalism ? It IS simply the glorification, however unconscious, of 
imitativeness. As a musical sequence is the imitation of a phrase 
under slightly different musical circumstances, so is conventionalism 
the imitation of other people’s thoughts and actions under slightly 
different material circumstances But to this conventionalism we have 
still to add the feelmgs of awe and reverence mentioned at the be- 
gmnmg of the chapter, and the net result is veneration for tradition, a 
degree of Puritanism and all that accrues from it — ^in certain conditions 
uglmess, gloom, pietism, over-punctilious observance of the Sabbath, 
and so forth. 

Yet, in enumerating these less beautiful and less direct effects of 
Handel’s genius, these Victorian characteristics, which in the twentieth 
century we have come to regard with a degree of amusement if not 
contempt, we must not forget how necessary they were as a conective 
at the tmie. Handel flounshed m England during the era when Swift, 
Sterne and Smollett were writing their breezy obscenities, and when 
reverence even for sacred things was an almost negligible quantity. 
Although rehgion was preached and formed part of the national life, 
it was certainly not co-ordinated with spirituahty. The sporting bon 
vivant type of parson was not only tolerated, but afforded by his actions 
no perceptible discrepancy between rehgion and worldliness. Thus 
both Swift and Sterne were in oiders, but that did not prevent them 
from being “licentious, coarse-mmded men”, as their Victorian 
biographers described them, nor, in spite of, or perhaps because of, 
their coarseness, from acquiring great literary fame But what a 
change was to come over the whole aspect of things, clencal and 
otherwise ! The bon vivant type of parson died out, and in the course 
of time was supplanted by one who was so imbued with the reverential 
attitude that he mtroduced the “deep note” into ^e most trivial 
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conversation, and spoke, moved and behaved as if he were officiating 
at the altar mstead of at a tea-party. There was also a noticeable 
difference in the behaviour of people m church and m their attitude 
towards their clergy. Whereas it had been quite customary to go to 
sleep m order somehow to pass the time durmg Divine Service, it 
came to be considered irreverent, and, therefore, not “good fonn”. 
As to the parson, he was no longer merely regarded as a “good fellow” 
paid to preach sermons and keep an eye on the souls of his flock, but 
was looked up to and venerated as a superior being. In the eighteenth 
century he may have been, and no doubt often was^ loved by his 
congregation , m the mneteenth century he wsls fevered by them And 
they were as unconscious of the fact that the typical Victorian cler^- 
man was a png as their grandfathers had been unconscious of the fact 
ffiat the parson of their day was a religious anomaly, and as Handel 
himself, when he wrote it, was unconscious that his music would ever 
engender pnggishness. Although it is related of him that he composed 
some of his arias with the tears running down his cheeks, it is also 
related of him that he was addicted to swearmg upon most occasions, 
that he was a practical and shrewd man of business, enjoyed good 
food, aristocratic society, and was distmctly ambitious — ^in short, he 
was not a png. The irony, however, that he should unwittmgly and 
eventually mduce pnggishness in others is only surpassed by an even 
greater one for which the influence of his music was m no small 
measure responsible. We allude to the veto set by many clergymen 
and laymen upon oratorio itself, the grounds being that it was 
irreverent, “It is well known,” said Dean Ramsay, who opposed this 
strange notion, “that objections have been made to the performance 
of oratorios and the attendance on such performances. Indeed, they 
have been considered m some sort profane or sacrilegious ; and weil- 
meanmg, conscientious persons have felt it their duty to protest against 
oratonos, forbiddmg their families to attend on such performances, 
as they would forbid their attendance on scenes of mere earthly gaiety, 
on the opera, and on theatrical entertainments.” 

It may seem extravagant to speak of reverence run not, yet not 
only does the foregomg warrant that phrase, but much else m the 
Victorian age warrants it also. Now reverence and the idea of sacred- 
ness are, of course, very closely alhed, but it so happens that an 
exaggerated idea of sacredness gives nse to an equally exaggerated 
idea of i/nsacredness * it is this latter idea which caused many of the 
Victorians to regard all worldly pleasures, so-called, as sinful. The 
theatre, the opera, were regarded as unsacred — ^therefore, to denve 
enjoyment from them was “to mdulge in an enthusiasm which leads 
astray, which leads to the tastmg of a pleasure which is of the for- 
bidden tree. . . as one might paraphrase the article m the Quarterly 
Review already quoted. Nor can we fail to trace the same cause at 
the back of all prudery, especially in matters of sex : prudery being 
nothing more than the result of a perverted sense of reverence. Though 
sex was a necessary, if enjoyable, evil, it was, the Victorians imagined, 
not officially countenanced by God, and hence all reference to it in 
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print and m mixed society was prohibited. Ideas associated with 
“respect for the ladies” — ^another phase of reverence — also played a 
part, for it was as “imgentlemanly” for a man to discuss matters of 
sex with a mamed woman, even though her mnocence could hardly 
be jeopardised thereby, as it was for him to discuss them with an 
unmamed one. The concomitants and valiants of all this are well 
known ; the Bowdlensation of the classics became a popular device, 
though no one thought of Bowdlensmg the Bible , classical statuary 
was fitted with fig-leaves ; synonyms were employed to veil the sup- 
posed impropriety of certain words ; sudden excuisions mto Latin were 
customary m scientific books , it is unnecessary to elaborate further. 

But even turning from the more delicate relations of life to the 
more practical, we find agam how many of them were associated with 
reverence in the broadest sense of the word. When women considered 
that certain occupations and certain pastimes were infra dig,, it was 
because they exaggeratedly revered themselves and their own sex, while 
the opposite sex aided and abetted them m this. All concern on the 
part of people for their own digmty or that of others is always mspired 
by this sense of reverence. Indeed, only m an age when it so forcibly 
predommated would it have been possible for even a queen to say to 
her minister who was practically dying “I am sorry I cannot ask 
you to sit down. ...” 

There was yet another by-product of reverence, or the sense of 
sacredness conjoined with digmty, which was a most marked 
characteristic of the Victorian outlook , it was the glorification of 
duty as an incentive to action. To do this, that or the other for its 
own sake, or because one wished to do it, was not sufficient ; such 
reasons, m fact, were far too frivolous, too undignified to be counten- 
anced ; but if actions could somehow be exalted by a nimbus of moral 
obligation, thus denuding them of every vestige of association with 
pleasure, then the Victorian’s mind was at peace, and his self-respect 
gratified. Thus arose the idea of the sacredness of Duty. 

With all his gifts, Handel was not a revolutionist like Wagner — 
he was more of the Tschaikowsky type of composer who elaborated 
the existing musical devices of his day and combined them with a 
wealth of melodic exuberance. In the case of Tschaikowsky those 
devices or conventions were connected with the sonata-form, m the 
case of Handel they were connected with fugal writing, and, as already 
said, with sequences and reiterations, i.e. conventions in themselves. 
Why these latter, by the law of correspondences, should have induced 
formalism in life, we need not repeat. Yet the law of correspondences 
does not end here ; just because, owing to his technique, Handel’s 
beauty and grandeur were formal and unsubtle, so were the beauty 
and grandeur of the Victorian epoch . . . with its false Gothic 
architecture, its massive mahogany furniture m the dining-ioom, its 
enormous walnut or mahogany beds and wardrobes in the be^oom, 
its red plush chairs with gilt frames m the drawing-room, its wax 
flowers and gaudy-feathered stuffed birds under glass cases, its Crystal 
Palace, its Albert Memorial, and many other objects depictive of 
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formalism too numerous to mention. Yet all this was only one aspect 
of the Handelian influence — the other and earlier one was mamfested 
in a predilection for the sombre, for black horsehair sofas and chairs, 
for exaggerated widows’ weeds. And why Because in certain 
temperaments the awe and reverence engendered by Handel’s music 
inspired the love of the funereal, the hyper-senous ; m fact, a false 
idea of the spiritual. 

A measure of Handel’s glory had spread, soon after his death, 
to Germany, but not so to Austria, and still less to France. Indeed, 
as Romain Rolland writes : *‘We” (of France) “still await the full 
revelation of this great lummous tragic art, so akin to the aims of 
ancient Greece.”^ And how significant is this admission ! In the 
eighteenth century the Enghsh were temperamentally m several re- 
spects closer akin to the French than they have ever been since ; after 
the advent of Handel they became widely divergent. It was quite 
customary for the Victorians to deplore the frivolity, the outspoken- 
ness, the moral laxity, the worldliness, the Sabbath-breakmg habits 
of “those people on the contment”, quite forgetting that not so many 
years back similar conditions had obtained in England. It is true 
that Germany was also included m this sweeping opprobrium, because 
its theatres and some of its shops were open on Sundays ; yet the 
habits of the German people, far from being frivolous, were very 
much the opposite. They were pre-enunently a senous nation who 
loved serious literature, senous art and senous music ; they were also 
a conventional people. These national traits were partly due to 
Handel, but even more to the influence of Johann Sebastian Bach, as 
we shall show in the next chapter. With regard to the Austrians, they 
retained the national gaiety and joie de vivre which are also character- 
istic of the French , and it is an interesting fact that they derived 
much of their musical nourishment from Mozart, whom even today 
they worship almost as a demi-god. This does not imply, however, 
that the works of Handel were and are never performed in Austria, 
but that the Austrians were late to recognise his gemus, and that in 
their country he does not occupy, and never has occupied, the place 
of glory allotted to him in England. In Italy also he has by no means 
become a national institution, and here, despite so much professional 
rehgiosity, there is, in consequence, very little reverence. This fact 
was noticeable to no less a person than Mendelssohn, who wrote in 
1830 : “The Itahans have a religion, but do not believe in it ; they 
have a Pope and a government, but they turn them into ridicule ; 
they can recall a brilliant and heroic past, but they do not value it. 
... It IS really quite revolting to see their unconcern about the death 
of the Pope, and their unseenfly merriment during the ceremonies. I 
myself saw the corpse lymg m state, and the pnests standmg round 
incessantly whispermg and laughing.” 

But then a nation with such a passion for the ultra-melodious will 
always be too gay-hearted to be reverent. 


^ See “Handel”, by Romain Rolland. • Dr A. E.-^Huirs translation. 
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CHAPTER Vm 


COMPARISON BETWEEN THE INFLUENCE OF 
HANDEL AND BACH 

With the death of Johann Sebastian Bach in 1750— just nine years 
before that of Handel — ^the greatest polyphomst the world has ever 
known passed out of the musical arena, liideed, to him, as Schumann 
wrote, “music owes almost as great a debt as a religion owes to its 
founder”. Yet Bach was more than the gieatest of polyphomsts . he 
was an mventor of rare melodic beauty and a harmomst of remarkable 
daring. It is therefore small wonder that he has been termed “the 
father of the whole of our modern music”, and that lus name is the 
symbol of “the completion and perfection of Christian tonal art during 
the Middle Ages and the Reformation”. He is even credited with 
the entire enfranchisement of music, for by his creativeness m the field 
of purely instrumental composition “the final, full and complete 
impress of liberty was for ever set to the tonal art. . . . Now could 
it give utterance m precise, mtelhgible tones to the innermost feelings. 
... No longer did it require the support of poetry, biblical or litur- 
gical texts, church services, civic ceremomes, or dramatic representa- 
tion to assist it in making itself understood. It was supreme in its 
own realm of independent tone, sole sovereign in its world of instru- 
mental music. From a dependent vassal Bach elevated it into the 
proud position of a queen, responsible to herself alone.”^ 

Such are the eulogistic rhapsodies of the historian we shall Several 
times quote m this book. The writer in Grove's Dictionary expresses 
himself m an equally eulogistic if less flowery manner. “Bach,” he 
maintams, “created an entirely new vocal style based on instrumental 
principles, earned it to the summit of perfection, and there left it. 

. . Though his masterly counterpoint is generally spoken of as the 
special mark of his gemus . . his real power lies less m the almost 
inconceivable facility and dexterity with which he manages the com- 
pheated network of parts than in that formal conformation of the 
movements which resulted from the mannner of writing , in this he 
exhibits a consistency, fertility and feeling for organic completeness 
which are tuly ininutable. His melody, his harmony and his periods 
all seem of one mould, an indestructible spirit of severe logic and un- 
alterable conformity to law pervades the whole as well as the parts '^ . . . 
This wonderful umty of idea and formal construction gives the stamp 
of the true work of art to Bach’s compositions, and explains the 
magical attraction which they exert on those who make them their 
earnest study.” 

The above requires but little elucidation ; it shows us that the 
keynote of Bach’s gemus was profundity, yet not an and profundity, 
dull, unattractive, fit only for the entertainment of techmeians, but 
one replete with high inspiration and inventiveness. Bach, in fact, 


^ Naumann, History of Music. ^ The italics are our own. 
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was not merely a composer, he was, in one sense, also a mathema- 
tician ; only the latter could have brought counterpoint to such a 
state of perfection. Somewhat similar to a chess-player, he had an 
extraordmary aptitude for thinking out combinations, and although 
through his consummate skill he never allowed the workmanship to 
become undesirably apparent, pamstakmg must have been a pro- 
nounced feature of his modus operandL It would be difficult to 
imagme that Bach could “dash off” a whole oratorio m three weeks, 
as Handel is said to have done ; for Bach’s “geneial predilection for 
dissonance, crossing of parts and suspensions” naturally led to a more 
complicated style of writmg, and one which demanded considerable 
mental effort. Whereas “Handel is somewhat lax and easygoing m 
his treatment of art forms, Bach is always strict and pointed” ,1 with 
the result that less intelligence is required to grasp the former’s com- 
positions than those of the latter^ ; less intellect — considerably so — 
was also required m the writing of them. 

But to examme the effects of Bach’s music. As will be evident to 
all those who have obtained some insight into the principal argument 
of this book, they exercised a most marked influence upon the men- 
tality . The mathematical ingenuity of his fugue-writing alone con- 
tnbuted greatly to this influence. It also with its “imitations” and 
stretto effects made possible an easier “give and take” in the realm 
of the mental f or, better phrased, facilitated the exchange and 
assimilation of ideas * for what else constitutes a fugue but fhe 
exchange of one or more musical ideas between moving parts ? From 
the day when Bach’s music spread abroad date the vastly increased 
mtellectuahty of the German people and the endeavours of some of 
their greatest thinkers : his music was likewise responsible for the 
rich harvest of subsequent German composers 'Hie reason why 
Germany and not England was so prolific m this respect is to be found 
m Bach’s influence in contradistinction to that of Handel. However 
necessary and beneficial m many ways the effects of Handel’s work 
may have been, they were hostile to original thinking and to the 
production of creative musicians ; and it is owmg to this that after 
Purcell, England entered upon the most colourless period of its musical 
history. B^use Handel among other thmgs inffirectly mspiredcon- 
ventionahsm, the English composers after his time were conventional 
and mediocre ; they entertained too much reverence for tradition, 
and hence were mutators, not creators ; only when his influence 
abated and was counteracted by others did English music once more 
revive. 

But this does not imply that Bach’s music inspired no reverence : 
it did ; but a different type of reverence • a more mental, a more 
reasoning, and consequently a less purely emotional type. The 
Ehrfurcht of the Germans is directed towards the achievements of 
great men, towards profound art, towards the grandeur of nature — it 


^ Naumann. ^ Ihtd, 

® See effects of Canorij Chapter XXXX. 

35 



manifests itself in a different form from that which we have studied in 
connection with England ; it is more philosophical and less religiously 
conventional. Indeed, Bach with his musical logic aroused a remark- 
able taste for philosophy in the Teutonic people. Even some thirty 
years ago when his influence had already been much mmgled with 
that of others, while the youths and men of England preferred to gossip 
about cncket, football or golf, the German youths were earnestly pre- 
occupied with the “why, whence and whither” of human existence. 
Although, as we have mdicated in our last chapter, the nmeteenth 
century m England was a pre-emmently senous one, that senousness 
was more puritanical than intellectual ; there was a degree of un- 
conscious hypocrisy m many of its features. Pietistic books, for 
mstance, were disseminated in place of literature of high artistic worth, 
and even the danng and unorthodox George Eliot could not refram 
from liberally tincturmg her novels with what Nietzsche caustically 
terms “morahc acid”— hence a large proportion of her fame. Never- 
theless, because she lived with a man who was not her husband, it 
was considered “shocking” to read her works ; and many are the 
instances of people who shpped them under a cushion when surpnsed 
by the appearance of a visitor. . . . 

We have examined the general effects of Bach’s monumental genius, 
and we may now turn to those connected with his smaller and less 
profound works. Although the elements which went to the making 
of these were shghtly less sequential and repetitious than those em- 
ployed by Handel, they tended to produce a certain amount of formal 
thinking. In some mmds this was distinctly beneficial, for it brou^t 
about law and order in the mentahty, but m others it tended to pro- 
duce “strait-lacedness”, a quahty which was greatly augmented when 
they came under the mfluence of Handel. The net result of this may 
be seen in a species of intellectual conventionahty, a ponderousness 
for which the Germans at one time were notorious. Co-existent with 
this ponderousness there were signs of another type of conventionahty, 
that which is best summed up m the one expressive adjective, klem- 
stddtisch^ It was a characteristic of nineteenth-century German life 
which more than any other resembled Victoriamsm, and it was m 
some measure due to a very cunous fact connected with the post-^ 
mortem fame of Bach himself. For exactly one hundred years his 
more profoxmd and harmonically inventive works were laid aside, and 
m the interim, or, rather, a part of it, those of Handel took precedence 
in Germany and shed their mfluence upon the German people. Had 
Bach’s greater works, such as St. Matthew’s Passion and St. John’s 
Passion, held fuU sway from the time of their production, the mne- 
teenth century m the Fatherland would have b^n less klemstadtisch 
than It was. And this, owmg to the dissonances which were prominent 
factors in both these works. For dissonance has a marked effect on 
the mental orgamsm, as we wiU explain m a subsequent chapter ; it 
renders it more flexible, and so makes the thinker less convention^y- 


1 ‘‘Small-townish^’. Inadequately rendered “provincial”, 
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minded. But in consequence of the temporary withdrawal of Bach’s 
more discordant influences and the predommance of Handel’s, not 
only did the kleinstadtisch element thrive, but there also came into 
being that extraordinary genus of people, termed Kulturphilister'^ 
Bach had first mtellectuahsed the Germans, then Handel appeared 
and conventionalised them, and the Kulturphilister were one of the 
curious by-products of the composite music. They cannot quite 
accurately be termed mtellectual snobs — ^though there is a flavour of 
snobbishness about some of them — ^they are mamly people whose 
philistmism is connected with thmgs mtellectual instead of thmgs crude 
and inartistic. 

We have pomted out that Bach’s larger woiks were laid aside for 
a bundled years, and it is known to most music-lovers that to 
Mendelssohn we owe their resuscitation m 1829, when the Matthew 
Passion was re-performed m Berhn. After this event “a powerful 
excitement seized the musical world ; (m Germany) people began to 
feel that an mfimte depth and fulness of origmality umted with a 
consummate power of formal construction was lying hidden in these 
ne^ected works Performances of the Passion and of other vocal 
music of Bach took place m Berhn and elsewhere” m fact, his music 
was diffused all over the Fatherland. 

But although its intellectualismg influence — ^which even now is still 
operative — ^was thus diffused, it was, and is, mingled with so many 
other influences that it is difficult to gauge the exact nature and extent 
of Its effect. Suffice it to say that mtellectuahty in Germany is more 
general than m almost any other European country, and that its con- 
ventions and intellectual philistinism are fast disappearmg With 
regard to England, althou^ some of Bach’s smaller works gained a 
hearmg — ^notably the organ fugues — around 1840, the Matthew 
Passion, m its entirety, was not performed till 1854, just 125 years 
after its onginal production m Germany. Thus the field of oratorio 
was held almost entirely by Handel until 1846, when Mendelssohn 
presented his Elijah to the English public. Had Johann Sebastian Bach 
appeared earlier on the scene, with the full array of his very daring® 
harmonies and his masterly counterpoint, we emphatically believe 
that the characteristics of the Victorian era would have been, if not 
entirely different, at any rate greatly modified. Intellectual rather 
than merely pietistic senousness would have been more general ; 
rehgion would not have become so stereotyped, for people would have 
thought along more independent Imes instead of bemg content to 
imitate the thoughts of others. As it was, Handel’s “simple grandeur”, 
his completely euphonious harmonies, were not of a nature calculated 
either to mcrease the mentality or to modify its conventional ten- 
dencies ; this was left for Bach and other musicians to accomplish 
at a later date. 


^ Culture-Philistines. 

® Grovers Dictionary of Music and Musicians, 

® Danng for the period in which they were written. 
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CHAPTER IX 


BEETHOVEN, SYMPATHY AND PSYCHO-ANALYSIS 

Just twenty years after Bach — ^modest, indigent, yet content with the 
obscure position he occupied — ^had passed away, a soul of a very different 
nature made its appearance m the little town of Bonn on the Rhme. 
It already speaks for the vaganes of his character — ^we allude to Ludwig 
van Beethoven — that he firmly believed he was bom two years later 
than he actually was. Moreover, he could not be convinced when 
confronted, in the prime of hfe, with a copy of his certificate of bap- 
tism. “This seems not correct,” he wrote on the back of it, “theie 
was a Ludwig before me ” Precisely, but it was a female child named 
Ludwig Maria ; and even then she was bom not two but three years 
prior to Beethoven. Yet, considermg the particular work for which 
he was destmed, it is, if anythmg, strange that his temperament 
should not have exhibited even greater pecuharities. 

The prefix van has led some people to suppose that he was of 
aristocratic descent, but in Dutch that word is not a sign of nobility, 
and must not be confounded with the French de or the German von. 
His mother was the daughter of a chef, his father, a man of irascible 
temper and irregular habits, a vocahst in the chapel of Clement 
Augustus, the Elector of Cologne. It is more than probable that the 
son may have inherited some of the father’s temper, but, on the other 
hand, he must also have inherited many of the quahties of his mother, 
who is described as a woman of soft heart and easy ways, mspirmg 
much love m her afterwards-tb-be-famous son. Indeed, it is just this 
strange admixture of the mtensely lovable and the hot-tempered, tact- 
less and ill-mannered m Beethoven’s character which has proved so 
puzzling to benevolent biographers and so disappointmg to numerous 
hero-worshippers. 

Yet there are deeper reasons underlying all these characteristics — 
deeper than the impress of humble breeding, deeper even than the 
results of those syphilitic affections^ which manifested themselves at 
an early period of his life. If Beethoven's character had been otherwise, 
it'is not conceivable that he could have discharged his singular mission, 
which was to portray in sound every variety of human emotion. As 
Bach had been the greatest polyphomst hitherto known, Beethoven 
was the greatest musical psychologist. For this reason it was essential 
that he should be born to suffer, born with manifold difficulties against 
which to contend ; difficulties of temperament, of external circum- 
stances, and corporeal difficulties. In order to express the entire 
gamut of human emotions in the cipher of music, he had first to 
experience, if not all, at any rate most of them ; the rest was achieved 
throu^ the imagination. But that very imagination set his emotional 
organism m a whirl of conflicting forces ; it resembled the body of a 
medium who allows herself to be controlled by every variety of spirit. 


^See Grovers Dictionary. 
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Small wonder that his mind has been compared to his own journal — 
a medley “of the most passionate and personal reflections, prayers, 
aspirations, complaints, memoranda of expenses and household 
matters, notes about his music, rules for conduct, quotations from 
books”,^ and what not. 

We have sought to explain the connection between the life and 
character of this remarkable man, and his equally remarkable mission 
— ^yet, even so, we have only described that mission in part, and have 
not dealt with its full significance. For it may be asked : “What is 
the value of portraying every species of human emotion, especially 
the lower ones, in musical cipher — ^is this not merely to degrade music, 
to render material the most immatenal of all the arts ?” And the 
question is a perfectly legitimate one, and may even, in some cases, 
voice that rather emgmatical dishke which a number of people at the 
present time feel towards Beethoven’s work. The value of a thing 
must, however, to a large extent be judged by its effects, as we need 
hardly point out, and it is with these we are concerned in this book, 
and not with questions of artistic dogma. 

The influence of Beethoven’s music, then, may be placed under 
two headmgs : (1) it induced Sympathy on a scale hitherto unknown ; 
(2) it made possible the introduction later on of the science of Psycho- 
analysis to a bafBed and horrified pubhc ; it was, in fact, the forerunner 
of this therapeutical science. 

To deal firstly with the sympathy-inducmg aspect of Beethoven’s 
work. The depictive value of music over and above that of literature, 
drama, paintmg and poetry, consists in its total lack of restrictedness, 
and m its direct appeal to the mtuition or the subconscious. As 
imphed m our first chapter, people intuitively or subconsciously 
assimilate the meaning of music without— though there are countless 
exceptions — ^being objectively aware of the fact. Thus the great 
advantage of tone-poetry is that it can express anything and everything 
in a cipher winch the heart understands without the interference of 
the conscious mind. As most people must realise, it is, with literature, 
the word that shocks and the mmd that is shocked ; and the tendency 
bemg to turn from all that is “unpleasant”, luxurious humanity, in 
accordance with the old adage relative to ignorance, wisdom and bliss, 
closes the shutters upon vast fields of knowledge. But that is the very 
procedure which is utterly hostile to the development of true sym- 
pathy ; for, hackneyed as the phrase may be, it is none the less a fact 
that only when we understand all can we forgive all. It therefore 
became necessary that a medium of expression should be given to 
the world which compelled people to acquire that understanding 
whether they wished to do so or not. This medium was Beethoven’s 
music, for it caused them to realise not only the more obvious troubles 
of others, grief, depnvation, sickness, yearning, but also — ^in them- 
selves as well as in others — that vast array of strange emotions, feelings, 
passions, of which men were too ashamed to speak. It was, no doubt. 


^ See Grovers DtcUonary. 
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an instinctive recognition of this compelling force in Beethoven's 
message which caused one of his symphonies to be termed **ein 
sittenv^rderbendes Werk^\^ 

In our review of the Victorian era and its characteristics, no mention 
was made of sympathy. The truth is that although there were 
philanthropists — ^when have there not been ?— the power to feel with, 
and not merely to feel for, was lacking. An excess of reverence and 
especially of conventionahty proved hostile to this “gentle art”, and, 
consequently, we find that so many pious people in that era were, 
despite their creed, surprisingly intolerant and unsympathetic. They 
were so concerned with their feelmgs towards God that they had little 
or nothing left over for their fellow man. Such sympathy as did 
exist was regulated by convention as much as conduct, thought and 
habit were so regulated. There were some things about which it was 
considered wrong to feel sympathetic , a woman, for example, who 
“went astray”, no matter how much she suffered in consequence, was 
emphatically no fit subject for compassion, and much the same atti- 
tude was adopted towards miscreants and criminals of all descriptions 

Nevertheless, since the appearance of Beethoven, a prodigious 
variety of changes have taken and are taking place. Music and other 
educative influences are permitted m prisons, books have been written 
contending that criminality is a form of insanity and not merely the 
lust to do evil, and capital punishment is engendering more and more 
opponents. Close friendships between members of opposite sexes no 
longer provoke scandals. The attitude of children towards their 
parents is no longer one of mere dutifulness and exaggerated respect, 
but is one more closely resemblmg friendship and mutual understand- 
mg. Furthermore, it was the tolerance-inspiring effect of Beethoven’s 
music which gave rise to the writings of Havelock Ellis, Forel, Krafft- 
Ebing, Bloch and others — ^those painstaking and self-sacrificing in- 
vestigators of sexual psychology. As the alienist attempted to show 
that the misdeeds of the criminal were not always actuated by the 
lust to do evil, so did these writers attempt to show that the ixus- 
demeanours of sexual inverts and perverts were not actuated by sheer 
love of vice. The vast increase of charitable organisations, havmg 
sympathy as their raison d'etre, is also to be attributed to Beethoven’s 
influence. In fine, his music helped to bring about that greater unity 
between the heart and the mind which is the prerequisite of true 
understanding : it humamsed humamty. 

We may no\V pass on to the more specifically psychological aspects 
of our subject. 

Czerny has written relative to Beethoven and his improvisations 
that “in whatever company he nught chance to be, he knew how to 
produce such an effect upon every hearer that frequently not an eye 
remamed dry, while many persons would break out into loud sobs ; 


^ Grove has translated this **a dangerously immoral composition” 
there being no exact equivalent in English. It means, however, even 
more : “A work which spells rum to morals”. 
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for there was something wonderful in his expression, in addition to 
the beauty and origmahty of his ideas . . Not that Beethoven 
himself wished to produce this rather embarrassmg ej0fect, since he 
would often mdignantly exclaim : “We artists don’t want tears, we 
want applause.” But there existed m his music an element which 
seemed irresistibly to bring to the surface suppressed emotions that 
could only find vent m weepmg. And although personal magnetism 
may have enhanced this element to a certain degree, long after 
Beethoven himself had passed from this earth-plane, people who 
listened to, but more especially played^ his works were conscious of a 
pronounced emotional relief—his music gave utterance to all those 
feelmgs which they could not, perhaps even dared not, express m any 
other way. 

It IS a well-known fact that to express a sorrow which gnaws at the 
heart — ^whether it be to a friend m the shape of a confidence, to a 
priest before the confessional, or on paper in the form of verse — ^is to 
disburden oneself and so listen the soul. On the other hand, to 
repress that sorrow is to endanger both health and sanity. For this 
reason the wise physician encourages those who have sustained some 
great shock, or are suffering from some mexpUcable fear or desire, 
to talk about it freely. Now the Victorian age, with its prudishness 
and propneties, was an age of repressions, and the emotions which 
ought to have found an outlet were forced inwards, with results 
exceedingly detrimental to the nervous system. This was particularly 
marked m the case of unmarried women, for not only was it considered 
wrong for them to feel anything m the nature of sex-emotions, but, 
as strenuous exercise m the form of hockey, tenms and other games 
was tabooed, no corrective to these emotions was available. It is not 
surprising, therefore, that the early-Victorian women “dissolved into 
tears”, had “the vapours”, or fainted on the shghtest provocation. 
It must also be remembered that they were considered old and un- 
attractive, hence ineligible, after they had passed their thirtieth year, 
so that the number of unsatisfied women was very considerable. 
Indeed, the consequences to the national health would have been 
disastrous had it not been for Beethoven’s music. When women 
pfayed his sonatas, expressive of a host of turbulent emotions, of 
violent passions and unabashed yearnings, they were actually giving 
vent to their feehngs, and thus hberatmg what otherwise would have 
remamed encaged. And it was more than mere sex-passions which 
they were able to liberate in this way, for Beethoven, being so profound 
a musical psychologist, expressed those less natural and more repre- 
hensible emotions — hatred, jealousy, and all their variants ; he also 
expressed mtense remorse, despair, and the abyss of gloom. Nor was 
this all ; by the plummet of his music he fathomed and set free a 
vast number of emotions which had been forgotten and had sunk 
into the subconscious, there to make their ravages upon the health of 
their generators. It is this searching power m Beethoven’s work which 
prompted us to write that he was the forerunner of psycho-analysis — 
he was m one sense a psycho-analyst, and this is why, as his music 
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became more widely diffused and the Victorian age progressed, its 
women gradually became less hysterical and less subject to famting 
and tearfulness. 

There may be some, however, who will question the psycho- 
analytical power m Beethoven’s music ; yet the fact remains that its 
effect on a large number of people istomduce those tale-tellmg reveries 
which reveal the content of the subconscious mind in a manner nothing 
else can In these reveries may be found mysterious gratification of 
secret longings ; m imaginary scene after scene, and situation after 
situation, the dreamers visualise themselves as hero or herome of their 
own innermost desire-drama ; natures forced by circumstances into 
the hypocrisy of repression become, during such moments, their true 
selves ; unsatisfied cravmgs, no matter how fantastic, are assuaged ; 
the frustrations, the thwartings of daily life are forgotten ; impossxble- 
seemmg ideals are achieved , even the god-like mstmct to create which 
slumbers in the heart of every human bemg may be stirred, just as may 
old submerged rancours and resentments, and the lust to destroy. The 
subconscious prisoner is freed alike from the gaolership of social 
customs, and from that of the conscious mind itself. The action of 
that conscious mind, indeed, is, in the majority of people, temporarily 
suspended during the process of listening to music , it is, in fact, 
lulled into a species of quiescence, instead of being definitely concen- 
trated upon the sounds played. Those sounds, of course, are heard 
by the ear, but more than as an actual focusing-pomt for the conscious 
attention they serve as a stimulus to set the thoughts wandering and 
to allow the subconscious — as m the dream-slate — ^to have full sway. 

It is safe to say that a good many types of music tend to produce this 
“releasmg” effect upon the subconscious, but not one to such an extent 
as that of Beethoven, for he alone among musicians knew how to 
express just those secrets of the inner mind, and, expressing them, to 
awaken countless echoes in the minds of his hearers. 

So far we have only dealt with the more passionate element in 
Beethoven’s music, and nothing has been said about his extraordinary 
fund of humour, which plays a very sigmficant role m many of his 
compositions. It is a striking fact that as his deafness became more 
pronounced, so did his humour , when he realised that his terrible 
affliction might be mcurable, he wrote some of the most hilariously 
abandoned of all his works. But his humour was not like that of 
Mendelssohn, spiightly, happy, fairy-Iike , it was the humoui of the 
gallows ; the sardonic laughter of a man who has lost all ’ The first 
movement of the Seventh Symphony, the last movement of the Eighth, 
and the Scherzo of the Ninth, are all — especially the latter — examples 
of this Galgenhumor And this was not manifested alone in his works, 
but also in his life , it was at this particular period of his career that 
he developed an embarrassing taste for horse-play in and out of season. 
That It often caused offence there are many anecdotes to prove, but 
it often aroused sympathy as well, for it was the jocularity of despair. 
Before his mission was complete Beethoven was destined to feel even 
this, that he might portray it in his music, and so make others under- 
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stand. No ordinary humour could have achieved such a result, 
because ordinary humour does not awaken sympathy, it awakens only 
lau^ter ; but the humour of the gallows is more poignant even that 
straightforward pathos, hence it makes a far more powerful appeal. 
True, there are those who may hear the three movements above- 
mentioned without being objectively conscious of their real meaning, 
but the inner bemg is affected and understands, and that is all that 
matters. 

When the first monument was erected to Beethoven, the orator 
on that occasion said : “No mourmng wife, no son, no daughter 
wept at his grave, but a world wept at it.” Yet even the “world” did 
not then understand the complete debt of gratitude they owed tQ him 
whose loss they so bitterly mourned. Nor could they understand, for 
It was another generation which was to reap the full harvest of 
Beethoven’s gemus. Those who followed him to the grave had 
experienced the completest ecstasy through his music, but not its more 
momentous results. It is the prostitute and the foundling, the in- 
curable and the very aged — ^those who have perhaps never even heard 
his name — ^who m reahty owe him most of all. 


CHAPTER X 

THE MENDELSSOHNIAN SYMPATHY 

There could hardly have existed two more diametrically opposed 
characters than those of Mendelssohn and Beethoven ; and yet 
strangely enough the two men were, however unconsciously, working 
to the same end — ^the instilment of Sympathy into the human soul. 
But their methods were as divergent as their characters ; Beethoven, 
metaphorically speaking, showed one side of the picture, Mendelssohn 
the other. 

It IS instructive to observe how widely his life differed from his 
predecessor’s, not only at the beginning, but practically throu^out ; 
how he was to be surrounded by an atmosphere of sympathy from his 
earhest years. His home circle, in fact, was the very antithesis of 
Beethoven’s ; instead of a drunken father shedding wornes and 
miseries all around him, Mendelssohn’s father “was a man of firm 
character and great general abihty ; and though not an artist, was 
gifted with far keener msight than most dilettanti m the higher qualities 
of art”.i Nor was Mendelssohn less fortunate as regards his mother, 
who, in addition to her capabilities as an excellent but gentle disci- 
plinarian, possessed many and varied accomplishments. “She spoke 
French, English and Italian fluently, was a good Greek scholar . . . 
played and sang with taste and jud^ent, and drew beautifully .”2 
But above all else, she appears, according to Hiller, to have manifested 
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that “infinite kindness and gentleness”, that loving interest in people 
and their doings, which can be summed up m the one word— sympathy. 

In his biography on Mendelssohn Dr. Hiller wrote ‘ “Gifts of 
gemus were in him united to the most careful culture, tenderness of 
heart to sharpness of understanding, playful facility in everything 
that he attempted, to powerful energy for the highest tasks. A noble 
feehng of gratitude penetrated his pure heart at every good thing that 
fell to his lot. This pious disposition, pious in the best sense of the 
word, was the secret of his constant readiness to give pleasure and to 
show active sympathy.”^ 

And It was just the foregoing combination of elements in Men- 
delssohn’s character, translated into music, which made so direct 
and mstantaneous an appeal. The gentle sweetness of so many of 
his melodies, combmed with the happy but never boisterous elements 
in his more vivacious passages, could not fail to affect mankind— it 
brought home to them the beauty of sympathy m itself. No music 
prior to Mendelssohn’s had insistently breathed such exquisite tender- 
ness ; there had been rare moments in Beethoven, ^ but they were 
fleeting, and all too soon to be swept away by the more violent winds 
of passion ; but Mendelssohn breathed sweetness throughout, even 
when gay and vivacious He had learned to value it from the earliest 
years of his life, he had seen it in his family circle, and through his 
music he earned it into those of others. After hearing one of his 
melodies, people felt soothed and softened, and consequently more 
tender and sympathetic towards all those in their immediate environ- 
ment— their wives, their children, their sisters, their brothers. It was 
impossible to resist the dulcet compassion of such strains as “O Rest 
m the Lord”, or the melody in the second movement of the violin 
concerto. Yet this was not all ; the aching soul was not only com- 
forted, but cheered by his fairy-like gaiety. Not as with Beethoven’s 
music were people stirred up into a state of intense emotionality, but 
lulled into a condition of peace or tranquil felicity. Mendelssohn’s 
music radiated a serene happiness ; he was the musical analogy of 
Florence Nightingale, not as she really was, but “as facile fancy painted 
her. ...” Yethismodesty was such that It seems he was unconscious 
of the power in his work, even though he experienced that deep sym- 
pathy of which It was an expression. For when writing to a fiiend in 
distress, he says : “Have I also not felt from the bottom of my heart 
how at such moments all art and poetry and everything else that is 
dear and precious to us seem so empty and comfortless, so hateful 
and paltry, and the only thought that does one any good is ‘Oh, that 
God would help I’ 

Still, though he felt thus for the sorrows of his fellows, it was never 
his mission to portray those sorrows in music as Beethoven had done ; 
it was for him to supply what the former had lacked. Beethoven’s 


^ Mmdelssohrif by Dr. Ferdinand Hiller. 
* In his violin concerto, for example 
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great art was to awaken compassion by, as it were, portraying the 
wretched and the destitute in all their misery ; Mendelssohn’s was to 
achieve the same result by portraying them made happy ; as we have 
said, he showed the reverse side of the picture. There were many to 
whom the tragic grandiosities of Beethoven’s works were repellent ; 
they proved m those days almost too soul-stirring, and some objected 
to bemg thus inconvemently stirred ; they chafed at being made to 
feel the numberless tragedies of life. To those people the soothing 
sweetness of Mendelssohn especially appealed, and althou^ they were 
not objectively aware of it, a sympathy was awakened in the heart 
which made them desire happiness for their fellows. 

As we know, there is a type of emotional epicureamsm which 
prompts some persons only to allow themselves to taste of those 
feehngs which are pleasurable. *T want to hear nothmg which is 
unpleasant,” they say, “therefore don’t tell me about it.” These 
people are selfish and lackmg in sympathy. Yet there are others who, 
although they dread the spectacle of suJQFermg and go out of their way 
to avoid It, nevertheless work towards its amelioration ; they wish 
that everyone should be happy, because they see the great desirability 
of happiness, because by nature they are inherently sympathetic. And 
It was just this perception of the desirabihty of a more difiEiised happi- 
ness that Mendelssohn aroused and strengthened by the gayer aspects 
of his art. Childlike and gay himself, he depicted that conditionless 
and innocent happiness of ciuldren, so enviable to those of maturer 
years. 

There are not a few who detect a certain melancholy m some of 
Mendelssohn’s work, yet if they look closer they must realise that it 
is not the melancholy of sorrow, but the rather pleasant melancholy 
of the poet who now and then enjoys the luxi^ of feeling sad. In 
Mendelssohn it was largely mspired by the artistic necessity of contrast. 
His nature was not such that — ^like Beethoven— the more wretched, 
the more agitated he felt, the more did he compose ; imder the stress 
of worry and genume gnef, the dehcate flower of his organism withered 
and lost all its strength. The exigencies of fame — ^which by the way 
he never sou^t — combined with the annoyances of petty jealousies, 
began to tell upon his health, which was finally to be shattered beyond 
repair by the death of the sister he cared for so much. 

It was m 1847 that he died, but already a year previously his 
powers. It would seem, had begun to wane. A child of S3mipathy 
who loved the bright and the beautiful, he was no stoic ; and with 
all his admiration for Goethe, whom he had known m his youth, he 
was not a philosopher. Eveiythmg came easy to him except forti- 
tude. . . . Yet perhaps if he had not known how to suffer in excess 
himself he would have felt less for the sufferings of others, and could 
never have tmctured his music with that sweetness which was to show 
the beauty and dulcitude of sympathy itself. Thus the world would 
have lost the one bemg who above all else was the tone-poet of com- 
passion, of tenderness and fraternal love. 

The immense popularity which Mendelssohn enjoyed^ especially 
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in England during his lifetime, was only to be increased after his 
death. That he enhanced the sympathy-arousing effects of Beethoven’s 
music is obvious from the even greater increase of chantable mstitu- 
tions which became manifest some twenty years after Mendelssohn 
had passed away. Between the years 1879 and 1904, no less than 
fifty-ei^t were inaugurated m London alone. Sympathy for the 
blmd, for the deaf and dumb, for the dangers and discomforts of 
maternity, for the illegitimate child, for those suffermg from venereal 
diseases, has been enormously augmented And it is not only the 
welfare of the needy which has been considered, but also that of the 
ordinary citizen. Apart from the significant fact that the Anti- 
Sweatmg League was formed in 1889, pubhc parks, hbranes, recrea- 
tion-grounds, and so forth m astomshmg profusion have come into 
existence. Mendelssohn sowed the first seeds in the heart of man 
which were to blossom into the exalted ideal of “well-being for all”. 


CHAPTER XI 

EREDERIC CHOPIN, THE APOSTLE OF REFINEMENT 

Chopin was bom not only in the same year as Felix Mendelssohn, but 
m the same month— February, 1809— and that there was a certam 
similarity of temperament between the two composers, though their 
influence on humamty was destmed to be different, speaks much for 
the truths of astrology. 

Several biographers have painted the boy Chopin as a “moon- 
struck, pale, sentimental” creature, with no stamina and no joie de 
viwe ; but then biographers, like portrait-painters, are not over-incom- 
moded by a sense of accuracy. It was quite enough that Chopin in 
c^lcffiood should bust into tears whenever he heard music, for them to 
draw these erroneous conclusions, as it was enough that some thirty- 
eight years later he should desire to be buried m his dress-clothes, for 
Lombroso to pronounce him a lunatic. Yet, unfortunately for this 
learned scientist’s diagnosis, Chopin never expressed any such desire.^ 
Nor did he abandon “the woman whom he tenderly loved, because she 
offered a chair to someone else before giving the same mvitation to 
himself”. For here, as Huneker pomts out, “we have merely a George 
Sand story raised to the digmty of a diagnosed symptom”. “It is like 
the other nonsense,” he contemptuously adds.^ 

The fact is that although there was hardly a thmg relative to Chopin 
about which any two persons could agree, they were at least unanimous 
that he hved m Pans, where untruthful gossiping— at any rate m the 
mneteenth century — ^was reduced to an art, if hardly to a fine one. All 
the same, from among the tares of pseudo-romantic untruths which 


^ See ChoptUy by Frederick Niecks, Vol. 11 , p, 322. 
® See Chopin^ by James Huneker. 
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sprang up around his enigmatical personality, we are able to glean that 
as a boy he was neither robust nor very dehcate, that he was intelligent, 
vivacious, sensitive, with a merry isposition and a fondness for 
practical jokes. Like Mendelssohn, he was brought up in an atmo- 
sphere of “love and refinement”, both his parents being well bred and 
unusually cultivated. His Polish mother, bom of poor but noble 
stock, appears to have been an ideal mother, his father an agreeable 
Frenchman with a scholarly turn of mind ; as for his sisters, “they 
were gifted, gentle, and disposed to pet him. . . Though the 
Chopin family were never affluent, they hved in easy circumstances, and 
ample money was forthcoming to pay for Frederic’s musical education ; 
the supposition, therefore, that he was born to poverty and early 
suffering is one of those pseudo-romantic fables which have no founda- 
tion m fact. There are, however, reasons for supposing that at the age 
of seventeen he outgrew his strength, having first overtaxed it with his 
studies at the Lyceum, but the result does not appear to have been very 
serious, for Karasowski informs us that he reached manhood without 
ever havmg suffered from any compaint more alarming than a cold. It 
is true that his mother and sisters were constantly admonishing him 
“to wrap up carefully in cold weather”, ^ and this rather exaggerated 
solicitude might possess a certain significance, did it not happen to be 
almost a universal trait in contmental mothers and sisters, even when 
the object of their solicitude is comparatively robust. Other evidence 
set forth to prove that Chopm was a very dehcate youth is hardly more 
convincmg Thus we are told, for one thmg, that “he was no friend of 
long excursions on foot, and preferred to He down and dream under 
beautiful trees”, and, for another, that he “objected to smoking” ® 
But then “poets”, as a rule, are given to dreaming, and prefer to use 
their brams rather than their legs ; as for smoking, there are countless 
non-smokers who enjoy excellent health. Even the verdict upon 
Chopin pronounced m 1830 by the music-lovers of Warsaw when he 
was twenty-one must be taken cum gram salis, namely, that because he 
looked thin and pale, he would, like so many gemuses, die young for 
It IS obvious that these romantic pessimists were hypnotised hy a facile 
catch-phrase which was hardly consistent with fact. If they were 
thmkmg of musical gemuses, then the “so many” were reducible to 
Mozart and Schubert, seeing that Palestrma, both the Scarlattis, 
Handel and Bach, all Hved to be old men. Nor did Chopin die so very 
young after aU — ^he was m his fortieth year when he breathed his last, 
and for Early Victorian conceptions that was middle age. 

Nevertheless, we do not seek to prove that Gbiopm was the embodi- 
ment of health and strength — ^far from it — ^but merely to dispel the 
notion that from his cradle to his grave he was a “morose and melan- 
choly mvahd” who, despite his disabiHties, somehow or other managed 
to compose. That he was bom with a predisposition to pulmonary 
phthisis, which he mhented from his father, is undoubtedly true , but 
it was not until his twenty-ninth year, when he was subjected to damp 


^ See Huneker. 


2 See Niecks. 
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and exposure, that it developed. How much the exigencies of Madame 
George Sand, with whom he was hving m Majorca at the tune, con- 
tributed to the aggravation of his malady, is a matter for conjecture. 
We only know that despite her assumption of innocence she seems to 
have b^n unduly preoccupied with matters of sex, and it is difficult 
in the circumstances to ima^e that Chopin was not mvolved in that 
preoccupation. Yet even so, in 1839, the doctor “declared that his 
patient showed no longer any symptoms of pulmonary affection, but 
was suffering merely from a slight chronic laryngeal affection which, 
although he did not expect to be able to cure it, need not cause any 
serious alarm”. ^ Subsequent to this we hear very httle that is un- 
favourable about Chopm’s health until 1847, after which, with fluctua- 
tions, It gradually dechned until his death 

We have been at some pams to examme the history of Chopm’s 
physical state m order to dispel several misconceptions which have 
arisen through an mability to dissociate his work and character from his 
health. One writer, for mstance, says : “Of a dehcate constitution, 
which emmently affected the character of his mmd, he was attacked in 
1837 by a pulmonary and asthmatic disease, from which he never re- 
covered, that mdisposed, if not mcapacitated him for appearance in 
public, and thus concentrated his thoughts upon composition, while 
It tinged them with a peculiar, not to say morbid, expression which gives 
marked individuality to everything he wrote But the author of this 
monograph is confounding effect and cause Firstly, disease can never 
be the cause of a man’s creative mdividuahty, otherwise one would 
only need to infect the most mediocre dilettante with disease-germs in 
order to transform him into a genius ; secondly, Qiopm was a highly 
mdividual composer long before 1837 ; thirdly, as we shall attempt to 
show, his compositions, with few exceptions, were not morbid. Yet 
this writer is only one out of many who thus desciibes them, for we 
find the same charge m Huneker’s very mterestmg and significant 
study. 

“Chopm’s moods,” he wiites, “are often morbid, his music often 
pathological ; Beethoven, too, is morbid but m his kingdom so vast, 
so varied, the mood is lost or lightly felt, while m Chopm’s province it 
looms a maleficent upas-tree, with flowers of evil and its leaves glisten- 
mg with sensuousness ... Chopm has surprised the musical malady 
of the century. He is its chief spokesman.” Huneker then goes on to 
bracket him with Nietzsche, and tells us they “both suffered mortally 
from hyperaesthesia, the penalty of all sick genius”. It is true that 
when a critic speaks of “surpnsmg the musical malady of the century”, 
we cannot refute his statement, b^ause we do not know what it means, 
but with the imputation of morbidity it is otherwise. Let us seek to 
discover upon what it was based. 

Chopin was the musical poet par excellence of refinement — ^not a 
superficial, but an mner refinement of soul ; this refinement, earned 
perhaps in his personal character to excess, was the character and 


^ Niecks. 
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keynote of his music, and it is this which in certain phases has been mis- 
taken for morbidity. We have spoken of tone-poets m a broad sense, 
but Chopm was the first tone-poet m the truest and most specific sense ; 
and for this reason there is in his music at times, and m varying degrees, 
that aroma of sadness which is the qumtessence of all genume lync 
poetry. To understand this fact is to understand the personahty of 
Chopin and the influence he had on the world. This refined expression 
of sadness and sad expression of refinement, although it could alone 
emanate from a very sensitive orgamsm, was due to an inherent poetic- 
ness of nature, and not to a disease of the lungs. And as for that 
nature itself, it was a blendmg of French and Polish culture, coloured* 
with a strong vein of patriotism, which did not fail to manifest itself in 
his music. But agam m this there was nothmg morbid : as many 
other composers have denved inspiration from the folk-music of ^eir 
own nation and translated it mto their works, so did Chopm, and m- 
evitably with it some of its sadness— for the Polish folk-song happens 
to be sad. 

And yet even so, the poetic and languid melancholy of Chopin’s 
muse has assumed imdue proportions in the minds of his cntics. There 
is a movement, a vigour, a gaiety in the bulk of his finer compositions 
which is the very reverse of sad, though, owing to this inner refinement 
which we have stressed, neither his vigour nor his gaiety ever verges on 
the “muscular” or the boisterous. However animated, however gay, 
however passionate even, there is a grace of manner, a poetic restraint 
not to be found m the works of any antecedent composer, except per- 
haps his contemporary, Mendelssohn, who most nearly approached 
him m this respect. 

Chopm was not only a poet but a musical aristocrat in the most 
cultured sense of the word ; and every one of his emotions he expressed 
as an aristocrat, m the best chosen language. His music was simply the 
replica idealised of himself , he hated everythmg blatant, everything 
that savoured of the anaesthetic. For the dissipations of the “average 
sensual man he had an abidmg contempt”.^ Even his aversion to 
smoking was because it offended his sense of refinement, and it was this 
same sense which made pubhc performance and applause odious to 
him.2 His musical tastes were no less revolutionary. Save for one or 
two sonatas, he did not find Beethoven’s work altogether sympathetic — 
the musical personahty of a man who, m front of ladies, could pick 
his teeth with the candle-snuflfers,® could hardly be expected to appeal 
to his dehcate nature. Although he admired Beethoven’s gemus, many 
of his compositions seemed to him “too rudely sculptured . . . too 
athletic . . . too tempestuous, their passion too overpowermg , . . 
for his taste.”* Nor did Schubert fare much better m his estimation ; 
“m spite of the charm which he acknowledged in some of his melodies”. 


1 Huneker. 

2 See Tamowski, Chopin . as revealed by Extracts from kis Diary, 
® See Mendelssohn’s Letters from Italy, 

* See Liszt. 
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he found Mm, on the whole, too crude to be pleasant ; for all “savage 
wildness”, all unmasked expression of sorrow, was repulsive to him. 
Indeed, m reviewing Chopin’s sympathies, hardly a musician could be 
instanced with whom they were more exclusive. There were for him 
but two musical gods — one was Mozart, the other Bach ; and he loved 
the former because m Liszt’s words “Mozart condescended more rarely 
than any other composer to cross the steps which separate refinement 
from vulgarity”. How illummatmg this sentence in connection with 
Chopin’s character ! 

Except for attemptmg to dispel those few misconceptions already 
mentioned, we have purposely avoided saymg anythmg hitherto unsaid 
about this lilustnous Pohsh musician ; we have set down nothmg 
relative to his music which has not been written and felt by every writer 
of discernment. And this is as important m estimatmg his influence on 
the world as it has been m connection with the other composers dealt 
with in this book. We do not, hke Lombroso appears to have done, 
wish to mvent “facts” m order to bolster up our contentions That 
Chopm was a lunatic there is no existing document to prove, but that 
he was “the poet of the piano”, a “musical aristocrat”, mevitably struck 
every unprejudiced person who heard his music. What failed to strike 
them, however — ^for none of them possessed the requisite occult know- 
ledge — ^was that Chopm was an unconscious medium Not a medium 
for disembodied entities, nor yet for every variety of human emotion 
and passion, but for the aspuations, longings and thwarted spiritual 
desires of the intelligentsia of his day. These he reflected and then 
expressed in terms of music. It is this fact which m part explains the 
many conflictmg notions about his temperament. Although funda- 
mentally he was neither morose nor morbid, being a medium he was 
mevitably a “man of moods” 


CHAPTER xn 

CHOPIN, THE PRE-RAPHAELITES AND THE 
EMANCIPATION OF WOMEN 

Chopin’s music was of the type that had an almost mstantaneous effect ; 
but by this we do not mean that the plenitude of its mfluence was 
reached immediately ; at the outset it merely affected the more sensi- 
tive organisms, until later on it became generally diffused. In the 
domam of paintmg it indirectly inspired the Pre-Raphaehte Brother- 
hood and Burne-Jones ; m the domain of hterature, the styhstic re- 
finements of Flaubert, Rossetti, Paul Verlaine, Maeterlinck and others. 

Chopm visited England for the first time in 1837, and by 1843 his 
works were sufficiently known to prompt the Enghsh critic, J. W. Davi- 
son, to publish a book on the subject. Some few years later the Pre- 
Raphaelite Brotherhood was formed. 

Into the technical doctrmes of that Brotherhood we need not 
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enter ; it is the spirit of their work with which we are concerned, a spirit 
which IS at once the quintessence of refinement, of aestheticism, of 
poetical minutiae. There is m many of the pictures, especially in those 
of Rossetti — as also of Burne-Jones — that same refined languor, that 
same dehcacy of outlme to be found so frequently m Chopin’s melodies. 
Had the latter introduced, instead of Pohsh dance-music, the archaic 
flavour of plam-song into his work, the analogy would be complete. 
As it was, only the Chopmesque spirit came to be imbibed by the above- 
mentioned pamters, the manner they adopted from the early-Italian 
school. So transparent, m fact, must this be to all who have allowed 
themselves to sense the atmosphere of a Pre-Raphaehte picture, that it 
seems unnecessary to elaborate further. Suffice it to add that some of 
the Pre-Raphaehtes and their offshoots carried refinement to such 
lengths that it gave rise to that portrayal of “passionless palhd maidens” 
and bloodless knights which provoked the “hterary wrath” of a Jewish 
philosopher, and impelled him to mamtam that practically all the art 
and hterature of his day was the result of physical and psychical 
degeneration. 

If we turn from Pre-Raphaelite paintmg to Pre-Raphaelite litera- 
ture, m which the names of Rossetti, Wilham Morris and Maeterlmck 
predommate, m each of these men, despite their predilection for 
mediaevahsm, the same spirit of refinement prevails. Whatever the 
emotion depicted, there is a complete absence of brutahty. Some of 
the mediaeval ballads proper, for instance, are intensely brutal — ^not so 
the balladistic poetry of Moms or Rossetti, or the romantic dramas of 
Maeterlmck The romance of “Aglavame and Selysette”, by the 
latter, in which a young woman commits suicide so that her betrothed 
may marry another woman, is mtrmsicaliy Chopmesque m its dehcacy 
of treatment None of the directness of Shakespeare or Beethoven is to 
be found m this tragedy — and the same apphes to every drama Maeter- 
imck wrote. Over all there is a veil of chaste simphcity, of simple 
restramt — it is one of the phases of the Chopm spirit earned to its 
extreme limit. 

Nor do we fail to perceive its influence in the poetry of Ernest 
Dowson and Paul Verlame ; there is that same exquisite refinement m 
all their works. Although passion is not imssmg from some of Dow- 
son’s lyncs, it is always enshrouded m an atmosphere of roses and 
violets, of softness and shadows — “blood and thunder” was as foreign 
to Dowson as it was to Chopin himself. And then if we consider 
Flaubert, that novelist who was so tortured by the exigencies of re- 
finement of style that hours would pass while he weighed the appro- 
priateness of one word — styhstic refinement with him had assumed the 
proportions of a malady. 

The influence of Chopm upon manners was as pronounced if not as 
apparent as his influence upon literature and art. If we revert for a 
moment to Handel, we wfll remember that he inspired conventionahty 
and propriety. The outward manifestation of his influence is expres- 
sible m such phrases as : “Other people don’t do it, neither must we”, 
or, more concisely put . “It isn’t Thus as the outcome of 
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Handel’s influence anything in the nature of coarseness, for example, 
was considered wrong ; as the outcome of Chopm’s influence it was 
considered ‘'not mce "^ — the anti-conventional, therefore reprehensible, 
had become the anaesthetic. But not only had Chopm’s music an 
aestheticismg effect, it had also and inevitably a selective one — the 
they became the we. No longer was it a question of what other people 
do, or the reverse, it was a question of what we do, or the reverse — we 
who are the ilite and who are separate from the mass. Thus Chopm 
was at any rate responsible for a step in the right direction— he had 
altered and refined the motive. That people should refram from doing 
a thing because it was unbeautiful was better than that they should 
merely refram because it was unconventional. 

There was nevertheless an unpleasant side to the picture, for this 
idea of "we, the ilite^\ gave rise to a certain snobbishness, and con- 
sequently to a pronounced degree of intolerance — it was Chopm’s own 
exclusiveness mamfestmg itself. In its most aggravated form it pro- 
duced cliquism ; m its higher form it inspired the inauguration of 
societies connected with mtellectual or artistic pursuits. Thus we find 
that m 1854 an Act was passed “to afford facilities for the establishment 
of mstitutions for the promotion of literature and science by grants of 
land, etc., and for their regulation”. From that time onward the 
number of societies devoted to art, music or belles lettres, and formed m 
London alone, is particularly stnkmg. Beginning with the Society 
for the Encouragement of Fme Arts (1858), we may enumerate among 
others the Early English Texts Society, Chaucer Society, Holbem 
Society, New Shakespeare Society, Musical Association, Purcell 
Society, Hellenic Society, Carlyle Society, Wordsworth Society, 
Browmng Society, London Dante Society, Ruskin Society, Shelley 
Society, Goethe Society, Ehzabethan Society, and so on. It will be 
seen that a special feature of these societies was that most of them were 
formed around the name of one particular man — a poet or musician ; 
this, except where rehgion was concerned, was somethmg new. Hitherto 
people had been content to read their especially cherished poets at home 
in solitary pleasure, but after Chopin had diffused his influence they 
formed themselves into societies m order, on the one hand, to gam a 
better understandmg of their poetic idols, and on the other, so that 
they might feel that they knew and comprehended them better than 
“the man in the street” — ^it was agam a question of the we — ^we who 
are more cultivated than our fellows ! 

Chopm’s influence upon women was especially appreciable in 
Germany and England Neither the German nor the English women of 
the period were as a general rule mentally cultured ; they were good 
housewifes, they embroidered, they knitted, they crocheted, they were 
proficient in what was called “deportment”, and to a limited extent 
they played the piano and sang innocuous drawing-room ditties. But 
even so, these accomphshments were largely inspired by an arnire 
pensie — ^the desirabihty of marriage. They were not the insignia of an 
aspiration towards true mind or soul culture, they were merely the 
essential ingredients which went to the fashiomng of an “ehgible young 
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woman”. Indeed, in the Victorian era a mentally cultured woman was 
regarded as a conjugal mconvemence — ^husbands, being none too mtel- 
iectual themselves, were apprehensive of being allocated to a position of 
inferiority. Let women be beautiful and “accomplished”, but not too 
mtelhgent — ^this was the attitude which obtamed. 

The influence of Chopin was destmed to alter it m a manner of which 
no other musician was capable. The conventionalismg effects of 
Handel had but augmented it, they only inspired more reverence and 
awe on the part of women towards their husbands and consequently 
towards their wishes and opmions. As most people are aware, there 
was m the Victorian era seldom any true friendship between husbands 
and wives. The men feared God, the women feared God and their 
husbands ; it therefore became necessary that a subtler influence shoifld 
be employed to break down this debihtatmg dependency — ^that m- 
fluence, as already said, was Chopm. He affected women — though 
unbeknown to themselves — ^through his refinement, his delicacy, his 
aestheticism. Through that femimne absence of all that was harsh, 
rough or gratmg, his music insinuated itself mto their subconscious 
minds and left its cultural imprint — ^it was like one tenderly femimne 
soul speakmg to another and gently firmg it with nobler aspirations. 
Alone the music of a man who “never made use of an melegant word, 
even m moments of the most entire familiarity . . . whose gaiety . . . 
was always restramed within the hmits of perfect good taste”^— only 
the music of such a man could be calculated not to wound the sus- 
ceptibihties of those dehcate Victorian organisms. Beethoven, direct 
and ruthless, with his psycho-analytical powers, had hberated a multi- 
tude of repressed passions from the subconscious, but apart from 
sympathy he had, so to speak, left nothmg m their place— his had been 
an emptymg process, to Chopin it was allotted to fill the void. As 
Beethoven had awakened that sympathy by portraying the tragedies 
and sordidnesses of life, so did Chopm awaken the desire for culture by 
portraymg the poetry of refinement and the inherent chaim of poetry 
itself. The result was that women who had been perfectly content to 
stay at home and make antimacassars for the household chairs or 
carpet shppers for prospective or present husbands, began to join 
societies for the better understandmg of poetry or the &ie arts. It 
was the beginning of the emancipation of womanhood. 

There are some who are disposed to belittle Chopm because he did 
not pamt, as it were, on large canvases and with a stronger brush. 
Such people, however, are merely voicing a pseudo-rational excuse 
for their temperament^ mabihty to appreciate the exquisite, Chopin 
was a musical mventor of the fiurst degree, who enriched the musical 
vocabulaiy of his time to such a marked extent that few subsequent 
composers have failed to profit thereby.^ 

From the occult pomt of view there were definite reasons why he 


^ Lis2t, Life of Chopin, 

® Strains of Chopinesque device are even noticeable in so compara- 
tively recent a composer as Richard Strauss. 
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did not and could not use the large canvas nor reach heights of in- 
spiration sufficiently imposing to satisfy his modem cntics. These 
reasons were m part connected with his personal limitations and in 
part with the collective limitations of his day. Most forms of in- 
spiration come from the higher planes or from contact with the 
Devas,^ but this m itself inevitably produces a reaction upon the 
physical body. Had Chopm been subjected to sustained mspiration 
of this nature, his frail physique would have been mcapable of endurmg 
the strain, and not only would his death have eventuated sooner than it 
actually did, but his music would have been incomprehensible to an as 
yet unprepared world. 

Before we complete this chapter, a word should be added relative 
to another composer whose mfluence on culture was vei*y marked, 
namely Georges Bizet. As Chopm was the poet of refinement for the 
piano, Bizet was the poet of refinement for the orchestra. Born just 
eleven years before the death of the Polish musician, he carried on the 
work which the latter had begun, until his own death in 1875. It is 
safe to say that prior to Bizet no orchestrator had manifested such a 
consistent sense for instrumental euphony. Berhoz m companson was 
a bombastic thunderer, and Beethoven, with his unfortunate use of the 
trumpets, left much to be desired. Even Mendelssohn did not come 
up to the standard of Bizet — ^he pamted with a heavier brush. But 
then, It would seem that in order to understand the true essence of 
euphonious sonority, one must needs be bom a Frenchman. Bizet, 
m spite of his predilection for “local colour”, was French through 
and through — ^he possessed all the French charm, all the French 
pohsh, as the hackneyed phrase goes ; like French women, he was 
toujours chic. And yet he could be both tragic and dramatic, as wit- 
ness at the end of Carmen the last agonised cry of Don Jos6 Never- 
theless, with all his sense of tragedy, Bizet never became heavy nor 
vulgarly melodramatic Moreover, he never lost his sense of the 
beautiful ; with him passion and power were seldom if ever portrayed 
by harshness, they were portrayed by yet another phase of beauty. 


CHAPTER xm 

ROBERT SCHUMANN AND THE CHILD-NATURE 

It is a noticeable fact that a vast change has taken place relative to the 
education of children. The first signs of this change were already per- 
ceptible after 1836, when Froebel opened his Kindergarten school at 
Blankenbergbe. But that the Kindergarten became a popular m- 
stitution was in part due to the mfluence of Robert Schumann’s music, 


1 For the benefit of non-theosophical readers the Devas are a graded 
hierarchy of incorporeal Beings ranging from the smallest nature-spirit 
to the loftiest archangel. See Chapter XVI. 
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which began to find favour about that time, while much later on the 
Montesson system was, we learn, actually inspired by that influence. 

It crystallised at last the reahsation (1) that children are all difierent 
from one another, and hence must be treated mdividuaiiy and not en 
masse ; (2) that children cannot m reahty be educated by anyone else, 
“the impulse to learn must come from withm their own minds” ; (3) 
that children are so constituted that “givew proper conditions they pre- 
fer educatmg themselves to any other occupation”.^ For m these three 
sentences are clothed the underlymg ideas of that system, which is more 
and more obtaining a hold with those who have the mterests of children 
at heart. 

But of course ere it was possible for such a practical measure to be 
introduced, let alone accepted, a marked alteration m the prevaihng 
attitude towards children was highly essential. Durmg the Victorian 
epoch not only was the treatment of the young based on a remarkable 
Ignorance of human nature, but on an equally remarkable, if uncon- 
scious, selfishness. Children were to be “seen and not heard”, which 
meant that they were to afford an ocular pleasure to adults, but were 
not to inconvenience them by askmg questions, still less by romping 
and making a noise. That Nature, in order to develop their lungs and 
muscles, requires that children should romp and shout, did not sufficiently 
occur to our Victorian forefathers ; nor that they must ask questions 
in order to acquire knowledge. For young people to behave thus was 
not consistent with that idea of awe and reverence which ou^t to be 
observed before elders and betters ! But of course children did romp 
and shout and ask questions nevertheless, because Nature is more 
powerful than precept — and the result very often was chastisement, 
justified by the wisdom of Solomon, no allowance bemg made for 
Oriental hyperbole. In a word, children were treated after the manner ^ 
of criminals ; they were punished, not reformed* It was for the m- 
fluence of Robert Schumann to bnng about that deeper love and under- 
standmg of the child, which is such a pronounced characteristic of the 
present age. 

Many years ago one frequently heard the expression “a hterary 
pamter” — ^it appeared to denote a man who was as much preoccupied 
with the subject he pamted as with the paintmg itself. This expression, 
if we mistake not, has been apphed to Burne-Jones, Rossetti, Bocklin 
and others, because they combmed poetry of subject with beauty of 
representation. The analogy of this m the realm of the tonal art is to 
be found m the composer of what is termed programme-music in con- 
tradistmction to the composer of absolute music — ^the one aims at 
expressmg an emotion, a scene or an idea, the other is content to 
“express nothing but music itself” — ^if such a thmg were possible. 

Now, although Schumann never actually wrote symphonic poems, 
his mspiration was more influenced by hterature than that of any com- 
poser we have hitherto examined One may even go so far as to say 
It was almost entirely nourished on the wntings of Jean Paul, So great 


1 See The Montesson Manual, by D, C. Fisher. 
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was his admiration for this author “that he would become violently 
angry if anyone ventured to doubt or criticise Jean Paul’s greatness as 
an imaginative wnter”.^ Nor was Schumann’s estimation of him un- 
justified, for interspersed among his mtermmable novels are to be found, 
clothed m the form of dreams, the most remarkable and grandiose 
prose-poems which have ever been evolved ; they are cosmic m their 
grandeur, and Carlyle as well as Schumann was enmeshed in their en- 
thralment. But then Schumann was a dreamer himself ; he was also 
a poet m embryo ; for at one time “his mclmations seem almost to 
have hung in the balance between music and hterature”.^ As it was, 
the two became closely mtermmgled ; he not only adopted the avoca- 
tion of musical litterateur, but was the first literary composer of whom 
there is any record.^ With him the title of a piece was, if not an 
essential adjunct, at any rate an aid to its comprehension. And yet — 
significant fact — ^the piece was conceived first and the fitting title after- 
wards ; which goes to show that Schumann, instead of circumscnbing 
his musical mspiration by a hterary idea, allowed the former to have fuU 
sway — ^it was, as it were, the voice of music which spoke first, it was that 
same voice which ultimately conveyed to him its own meaning. 

And it IS just that meanmg, or rather multitude of meanmgs con- 
veyed throu^ Schumann’s vast number of pieces, from which one 
may gam some idea of the content of his message. That it is not as 
immediately apparent as that of Handel, Bach or Chopin must be 
admitted ; but if we approach Schumann’s music with a sufficiently 
unprejudiced mind, his message is discernible none the less. 

In the first place an atmosphere of simplicity and mnocence per- 
vades practically the whole of his works, whether he portrays the 
scenes of childhood or the sentiments of adults. In the second place he 
entertained a noticeable predilection for simple forms — the song form 
so-called, the theme and variations, and the song proper. Even his 
larger dimensional works, quartettes and symphonies, are mostly com- 
posed of song-form sections. As for the Carnival and the Papillons, 
they are a senes of small pieces placed together under one comprehen- 
sive title. It was not that Schumann did not aspire towards the more 
architectural type of forms in which Beethoven and Mendelssohn had 
excelled, it was that this inherent simplicity always asserted itself, no 
matter what he wrote. Indeed, smce Domenico Scarlatti and the 
Clavecmists, never had a serious composer written such a prodigious 
number of small pieces. If we glance through the thirty-four volumes 
of Schumann’s works we find Papillons (twelve pieces), Davidsbundler 
(eighteen pieces), Kinderszenen (thirteen pieces), Bunte Blatter (four- 
teen pieces), Novelletten (eight pieces), and so on ; only now and then 
do we stray upon an overture, a sonata or a symphony. And then, if 
we study the titles, there is the same poetic simplicity, as if Schumann 
were dehberately naming his creations to suit the child-mind. Thus 


^ See Grovers Dtcttonary, 

2 See Hadow, Studies in Modern Music 
® We here distinguish between literary and operatic, 
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‘‘Scenes of Childhood”, “Motley Leaves”, “Butterflies”, “Fairy-tale 
Pictures”, “Fairy Stones”, “Children’s Ball”, “Album for the Young”, 
“Christmas Album”. And again, such significant superscnptions for 
single pieces as “Why ?”, “Happiness is Enough”, “Soanng”, “The 
Merry Peasant”, etc. Moreover, Schumann takes care to explain to 
his fnends the meaning of some of his titles , he distinguishes the 
Kinderszenen^ for instance, from the Weihnachtsalbum “on fie grounds 
that the former are the recollections which a grown man retains of his 
childhood, while the latter consists of imaginmgs and expectations of 
young people.”^ 

Schumann has been termed the Musical Apostle of the Romantic 
Movement, and the phrase is apt enough— -but with turn true romance 
was associated with childhood, not with maturity. Himself a large 
overgrown child, a dreamer, he portrayed those romantic sentiments 
which alone exist in the dreamland of children. Who but a big child, 
fond of fanciful pranks, could have conceived of and enjoyed such a 
strange creation as the Davidsbundler ? Here was a purely fictitious 
brotherhood, half humorous, half poetical, which existed solely m the 
imagination of Schumann himself.^ It was but an elaboration of the 
childish fondness for games of pretence And this being so, we cannot 
fail to see whence Schumann’s idolisation of Jean Paul arose, for the 
latter “was unsurpassed m depictmg the tender emotions with his 
dazzhng and even extravagant play of digressive fancy, his excess of 
feeling over dramatic power, his incessant alternations between lau^ter 
and tears”.* 

Yet, withal, Schumann lacked the power of Jean Paul’s greatest 
moments. When Schumann tned to be strong, he usually succeeded 
alone m portraying the strength of a little boy pretendmg to be a big one. 
There is always somethmg intrinsically naive about these attempts, for 
if he does manage to mvent a bold, clear-cut theme, as the first theme 
of the B-flat symphony, for example, it invariably after a few bars breaks 
olf into something either playful or pleading. Another childhke ele- 
ment in Schumann is his predilection for telhng stories, or, at any rate, 
“for brmgmg his hearers mto a condition of mind from which they 
could go on romancmg for themselves”.^ He has also a great fondness 
for musical jokes, whimsicahties and puzzles . not only did he write six 
fugues on the name “Bach”, but a whole set of vanations on a theme 
formed from the letters of a young lady’s name Further instances of 
this type of playfulness may be found m the Carnival, m the “Album for 
the Young”, and m other works. 

In passing at length from causes to effects, we must once agam 
emphasise the fact that music speaks its message direct to the heart — 
Schumann was, as it were, the messenger from 5ie heart of the child to 
the heart of the parent. Nay, he was more : he was the true poet of the 
child-soul, of the child-nature, of the child-life. With his tenderness, 
lus whimsicahty and his humour, with his questionings, his fancifulness, 


1 See Hadow. ® See Grovers Dtctwnary, Schumann. 

® Ihid, * See Hadow. 
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his pleadings and his dreaminess, he implanted m the mother- 
heart the true likeness of the child — and she understood. Children 
were different from what she had previously thought. Her own child- 
hood, though remembered, had taught her very little, in spite of its 
multitude of j oys and sorrows She had been corrected and punished, 
and had arrived at what she now was ; what had been good enough for 
her when a child would be good enough for other children. But no — 
a subtle influence told her otherwise. Children were not all ahke, they 
were as varied as adults ; there was only one similarity between them — 
that they were all children. It was our treatment of them that made 
them appear all ahke ; we allowed them no self-expression, we trampled 
upon their mdividualities, we silenced their questionings, we never 
tried to understand them, to foster their latent faculties, to discover their 
latent talents. When they were naughty we punished and put them to 
bed, but we never sought to find out the true cause of their naughtmess 
and wisely to remedy it ; on the contrary, we resorted to the expedient 
of fri^temng, of the rod, of hell-fire, of the bogey-man. Was there no 
better way , . . ? 

So far we have considered the effect of Schumann’s music on adults, 
but It had, or rather has, a marked effect on children themselves , it 
helps the child more speedily to reach maturity of mind. There are 
children bom nowadays who astonish their elders by their spasmodic 
outbursts of wisdom. This precocity is m a large measure due to 
Schumann’s influence , for, owing to the improvement m the con- 
ditions of child-hfe, the latent faculties of the child-soul are brought 
more readily into manifestation. His music affects the subconscious” 
jiess of children in a manner m which none hitherto has been capable of 
affectmg it. It is the only music so far conceived which is attuned to 
the child-mmd, and for this reason it is — equally — the only music 
capable of educating the child. The musical soul of Schumann, so to 
say, understood the soul of the child, and spoke to it as no other com- 
poser speak . . . and he spoke to It with tenderness and love. 

Like Chopin, Robert Schumann has exercised a marked effect on 
the pictorial art ; he was, for one thing, largely responsible for that 
type which in its first form was known as the Jugendstil, the very word 
Jugend meaning youth. It was in evidence in the final decade of last 
century, but smce then it has undergone development at the hands of a 
variety of artists. But even more has Schumann been responsible for 
mouldmg the post-impressionist painters, and many of those who have 
followed. If we examme the spirit of post-impressionism, we must 
inevitably notice that its outstanding feature is na'iveti, and the drawings 
and paintings inspired by its influence look as if they had been exe- 
cuted by children — trees, houses, figures, all suggest the hand and mind 
of a child. This is already noticeable m the works of Gauguin and 
Van Gogh ; it is even more noticeable m those of Picasso. This 
pnmitiveness, this simplicity of conception, has spread far and wide into 
all countries , in Switzerland we notice it in the paintings of Hodler, 
we notice it in German, French, Enghsh, Russian and Italian pamters, 
and we do not hesitate to repeat that it was indirectly inspired by 
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Schumann, as the pre-Raphaelites were indirectly inspired by Chopin. 
That It took longer to materialise, we achnit ; but then Schumann’s 
music has never been so extensively played as that of Chopin. 

Summing up, one may say that although the more direct effects of 
the great romanticist’s music have been beneficial, not so some of its 
more mdirect effects Admittedly certam child-like elements in Alt 
have their beauty and attractiveness, but when carried to extremes are 
apt to become absurd and suggestive of bad workmanship. Finding 
that the child-like tendencies m Paintmg could be exploited, quite a 
number of present-day painters and draughtsmen have affected a 
childish style which, though meant to be taken seriously, is merely an 
unpleasant type of caricature. Thus a fashion for dehberate bad 
drawing has been created together with other characteristics suggestive 
of the nursery. Such art, although it may occasion a transient sensa- 
tion, is not destined to live ; it would seem to be one of those symptoms 
denotmg a deficiency of true inspiration. 


CHAPTER xrv 

THE EFFECTS OF WAGNER’S MUSIC 

In the year 1855 the Directors of the old Philharmomc Society m Lon- 
don were at some pams to find a new conductor ; Spohr, Stemdale 
Bennett and Berhoz were not available, while less eminent men were 
hardly suited to the digmty of such a post. After some dehberation, 
however, a composer-conductor was transported from Zurich, and on 
March 12 he reaped “an undoubted triumph” from a hi^ly astonished 
audience, as well as from the orchestra itself. The Press was also 
astonished, but its astonishment was of another nature ; “it turned 
upon this foie-profiled, alert httle gentleman” with a unanimity which it 
very seldom displays, and excited itself almost to hystena over the “mass 
of incoherent rubbish which he had the temerity to offer as a contri- 
bution to art”.i One writer informed the public that he was “a 
desperate charlatan endowed with worldly skill and vigorous purpose 
enough to persuade a gaping crowd that the nauseous compound he 
manufactures has some precious mner virtue which they must live and 
ponder yet ere they perceive . . Further, that “scarcely the most 
ordmary ballad-writer but would shame him in the creation of melody, 
and no Enghsh harmomst of more than one year’s growth could be 
found sufficiently without ears and imderstandmg to pen such vile 
thmgs”. Another writer appears to have warned his readers that if 
they listened to the impious theories, the “wily eloquence” of this new 
conductor-composer, they would “find themselves m the coils of rattle- 
snakes”, for his compositions were “reckless, wild, extravagant and 
demagogic cacophony, the symbol of profligate libertmage”.® 

Meanwhile j^chard Wagner, the mdividual who provoked these 


^ See Hadow, Studies in Modern Music, 
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instructive obloquies, continued to conduct the Philharmonic ; he was 
m his forty-second year. Not so very long afterwards, members 
of the pubhc paid £5 for a ticket to hear Tamhauser, 

But although it is true, as Hadow points out, that Wagner had 
omitted to call on the cntics, there are deeper reasons for this “sm- 
gular lack of urbanity” on the part of these musical journalists. Those 
Dark Powers which work against the spintual evolution of the race 
were using every means at their disposal to thwart Wagner and his 
message — the critics were an easy prey for their endeavours, and they 
employed them. And we need not search far for the reason * criticism, 
as practised by joumahsts, is usually destructive ; and like attracts like. 

Wagner’s hfe had been one of contmuous struggle , exiled from 
Germany on account of revolutionary opmions, he had in Pans, whither 
he had fled, faced a condition verging on starvation. Nevertheless he 
had already written seven operas and sketched parts of the eighth and 
ninth, namely the Walkure and Siegfried. In these latter, and m the 
Rheingold which he completed m May, 1854, the true creative spmt m 
Wagner was made mamfest. 

Those who have read Bernard Shaw’s ingemous interpretation of 
the Rheingold will, as far as its plot is concerned, have gamed 
some idea of its sociahstic meanmg, if not of its more transcendental 
one, though the two are closely mterwoven They will also have 
realised on fairly sound evidence that Wagner himself was less clear 
as to his own meanmg than was his interpreter. For there is a letter 
written to his friend Roeckel m which he says that an artist “feels m the 
presence of his work, if it be true art, that he is confronted by a riddle 
about which he, too, might have illusions . . .” Agam, m another 
letter *T beheve a true mstinct had kept me from too great a definite- 
ness, for It has been borne in on me that an absolute disclosure of the 
intentions disturbs true insight.” And finally “You must feel that 
somethmg is bemg enacted that is not to be expressed in mere words.” 
And these confessions are significant from the occult standpomt, for 
they tend to show that Wagner was used by forces extraneous to him- 
self, as we shall see later. 

Now, the keynote to Wagner’s music-drama is unity in diversity. 
In the old-fashioned opera each number — mvolvmg a different melody 
— ^was separate and apart ; but with Wagnei, on the contrary, although 
there are a vast array of themes, melodies and motifs, they are woven 
together m such wise as to present one contmuous whole. Thus we see 
at the outset that a profound spiritual prmciple underlay his entire con- 
structional scheme — the many were blended together m the one. As 
the waves of the ocean are each different — ^havmg a different form — ^yet 
are nevertheless one with it and mseparable from it, so each melody, 
though mdividual, was one with the great art-work of which it formed 
a part. Sociahstically speakmg, Wagner’s music was the prototype 
of the prmciple of co-operation m contradistinction to competition ; 
spiritually speakmg, it symbolised the mystic truth that each mdividual 
soul is unified with the All-soul, the All-pervading Consciousness. 

Such then was Wagner’s constructional scheme , but m order to 
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form this great scheme he had to break down many pre-existent musical 
conventions. In vam did the pedagogues of music look for adherence 
to their cherished rules of harmony, and for their neatly rounded-ofif 
and applause-mvitmg anas. In vam did they look for correct modula- 
tions and resolutions, and all the other techmcal appurtenances of the 
nineteenth century. In place of them they found unresolved discords, 
false relations, and transitions mto keys which had no perceptible con- 
nection with the key just abandoned — ^all was seemmg lawlessness, 
dehberate disregard of rule and precedent — ^scandalous Freedom ! 
Yet, with this apparent lawlessness, what was Wagner actually accom- 
plishing ? In order to attam umty, he was breakmg down the barriers 
to umty, and so setting music free. 

But although he mtroduced such marked structural innovations in 
operatic form, it is not solely to these we must look for the far-reaching 
effects he was destined to produce. Beethoven had portrayed human 
love, Bach and Handel had portrayed religious devotion or love for 
God, but Wagner was the first to portray that Love which is God, the 
Divme Love or what m certain schools of occultism is termed the 
Buddhic. There are three operatic sections in which Wagner’s 
mspiration reached and hngered at this sublime altitude — the 
Preislied, m the Liebestod at the end of Tristan, and in the Karfreitags- 
zauber m Parsifal The first was sung by Walther in the Meistersinger 
and was mspired by his love for Eva ; liie other two were inspired by 
Wagner’s own love for Mathilde Wesendonck.^ Yet although these 
scenas may thus have been mspired by love of a personal nature, the 
outcome was the expression of a sublimation of that love— a trans- 
formation of It into the Divme. 

These rare flights of Wagner’s to the Buddhic plane have not been 
without momentous results on those people capable of respondmgtotheir 
lofty vibrations. For these too have momentarily been transported to 
that exalted plane, and raised to that state of Umty, of selfless uncondi- 
tional Love. Into their hearts in consequence has been instilled the ideal 
of Brotherhood and the desu ability of brmgmg it mto manifestation. 

We have singled out three passages in Wagner’s operas as the highest 
ones, yet only the Initiate is in a position to know the spiritual value or 
altitude of a given piece of music — ^non-mitiates can only feel it and 
judge by the effects on themselves. A hint, none the less, may be put 
forward. Those who are able clairaudiently to hear the music of the 
higher spheres, hear not only one melody, but countless melodies 
simultaneously, and all blendmg together m subtle but perfect harmony. 
The music of earth which most closely resembles that of these hi^er 
planes possesses the greatest spiritual value. Thus, when the in- 
genmty of a composer is such that he can mterblend several beautiful 
melodies so that they can be played simultaneously to produce one 
harmomous whole, then the spintuahty of his music is assured. But 
there are yet other ways, one bemg to clothe his melodic outhne in 


^ The music of the Karfrettagszauber was written during the Wesendonck 
episode and later on embodied in Parsifal 

61 



chords, i.e. instead of his melodies being composed of single notes or 
octaves, like those of Tschaikowsky, they may be composed of chords 
so that each single note of the chords when played m succession forms 
a melody of itself. In the Liebestod, Wagner adopted to a certam ex- 
tent this latter method ; m the end of the Gotterddmmerung, for m- 
stance, he adopted the former one With regard to the Karfreitags^ 
zauber and the Preisbed, m these the melodies themselves are expressive 
of that divme Peace which constitutes the all-pervading essence of 
super-earthly planes ; they are not so much an echo of the music of 
those planes as an expression of their love-fragranced beatitude. 

Some of the effects of these spiritual portions m Wagner’s music 
have already come mto manifestation, for all those movements havmg 
unity or brotherhood as their ideal are the result of his influence The 
diffusion of Theosophy, which demands that its adherents should 
accept the great ideal of Brotherhood, but leaves them free m every 
other respect, may be mentioned as one of these results. Before 
Wagner’s day a rehgion founded on the tolerant principle that its 
devotees might “beheve anythmg they hked” would have been regarded 
as preposterous and totally impracticable 

We have finally to deal with the less desirable effects of the Wag- 
nerian music. To the better understandmg of these, however, it is 
necessary to remember that Wagner was first and foiemost an artist 
and a dramatist who reahsed, and naturally so, that neither a dramatic 
nor musical creation is possible without its due proportion of contrast. 
Thus the portrayal both in text and music of a great many ugly emotions 
was inevitable. Yet had Wagner been a less forceful composer, the 
effects accruing from these would have been neghgible. As it was, 
they served to intensify the corresponding emotions in large numbers of 
his compatriots, especially that love of power which played such an 
important part m the Nibelungen Ring, Nevertheless its results would 
have been less pronounced had not Wagner’s music as a whole con- 
tained such a strong element of the Germamc. The latter, coupled 
with the equally stiong elements of the romantic and the heroic, aroused 
in the Germans themselves that feeling of intense nationalism for which 
they became notorious. They had always been sentimental about the 
country of their birth, but now they saw it and themselves through a 
haze of glory. Add to this gratifying vision love of power, and the 
outcome was Deutschland uher alles^ the apotheosis of Germany. 

The disastrous upshot of this requires little comment. Had 
Wagner’s music been less “German”, had the Buddhic element m it 
preponderated, had the bulk of the German people been sufiiciently 
evolved to respond to its lofty vibrations, they would have denounced 
War as the uncivilized and futile thing it really is.^ As for the Second 

^ It has been pointed out by the Master who modestly calls Himself 
“The Tibetan”, that the combats which materialised as the two Great 
Wars were inevitable at the end of the Picean Age , but if Humanity had 
been less contentious and not made such bad karma, they could have been 
“fought out” on the Mental Plane^ in which case all the frightful slaughter 
and destruction would have been avoided. 
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World War, it must be admitted that the uncritical hero-worship of 
the man Hitler was a pronounced factor m brmgmg it about. And 
unfortunately there were certain elements m the Wagnerian opera- 
plots which were conducive to this folly we call hero-worship, seeing 
that many of the personalities thus worshipped are far from bemg 
true heroes It is stated that Hitler himself was a great lover of 
Wagner, the reason being that he dramatized himself as a “Siegfried”. 
Had he been a nobler character and not the megalomamac that he 
was, he would have responded to the loftier phases of Wagner’s music 
instead of leading his adulators to their destruction, because obsessed by 
his own importance, nationahsm, Germany and the Herrenfolk delusion. 

The adventurous and complex life of Richard Wagner obviously 
cannot be compressed into a few sentences, nor can the complexities of 
his character. Therefore suffice it here to mention one thing that had 
a marked effect on his music. That he possessed one outstanding 
desire, namely the formation of a great brotherhood of art, is conclu- 
sively proven , and that when throu^ the ridicule of the Press and 
other opposition he found it unreahsable, the truth nearly shattered his 
frame, has also been proven. “His whole hfe, m fact, was smgle- 
heartedly devoted to the regeneration of the human race,”i and m art 
he saw the means of its accomplishment Moreover, as this aspiration 
imphes, he loved not only the human race, but the brute creation also, 
his letters being full of charming references to domestic animals, not to 
mention the fact that “one of his most trenchant essays is directed 
towards vivisection.”^ 

It was because Wagner possessed such a strong desire to help man- 
kmd that he earned the right to be used, even if only mtermittently, by 
the Masters, Who recogmsed m him the finest musical medium They 
were hkely to have for the next fifty years or so. We have, however, 
no evidence to show that he was aware of this overshadowmg, nor of 
the fact that he was also, and very extensively, used by the Devas,® 
which in itself is enough to account for traits m his character which 
have called forth such strong criticism from some of his later bio- 
graphers For It often happens that Deva-mspired people lose their 
sense of propoition and their sense of values, and become imbued with 
what appears to be an intense egoism and selfishness. This is largely 
because the Devas themselves, or at any rate those m question, are not 
only mtensely one-pointed, but have little knowledge of the customs, 
limitations and ethics of our human existence. Such an attnbute as 
modesty is unknown to them, as also and equally its antithesis, conceit, 
for neither of these play any part in their own ethereal organisms. 
To “get their message across” is all that concerns them, and to this 
end they allow their agents no respite. Thus the character which 
Wagner showed to the world was not exclusively his own, it was m 
part that of the lesser National Devas, who dominated him, hence a 
distortion, half-human, half-Devic. 


^ Wagner f by C. A Lidgey. ® Ibid^ 

® See Chapter XVI. 
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And so it is in occultism, finally, that we discover the solution to 
that psychological puzzle which has so often given rise to the question 
why men of gemus are not mvariably men of the hipest moral 
integrity. 


CHAPTER XV 

RICHARD STRAUSS AND INDIVIDUALISM 

The music of Richard Strauss, despite its individuahty and its technical 
inventiveness, possesses without a doubt a very close kmship with that 
of Wagner. It is, in fact, an extension, an mtensification of certam 
phases of the Wagnerian gemus, Strauss might best be descnbed as 
Wagner m a greater degree techmcally speaking, and in a lesser degree 
aesthetically and spiritually speaking. He has mcreased, so to say, the 
Wagnerian harmonic vocabulary — ^already an enormous one, seemg 
that Wagner’s mventiveness m this direction was unprecedented— he 
has intensified his exuberance, but he has never reached those rarefied 
spiritual ethers to which his illustrious predecessor attamed. Whether m 
Salome, for mstance, Strauss was aiming at the portrayal of an in- 
trinsically spiritual character with his music descnptive of John the 
Baptist, is difficult to say ; it is possible that he was actuated by a none- 
too-subtle irony at this particular moment. In any case the Johannic 
charactensation-music savours more of Teutonic rehgious sentimen- 
tality than spirituality , there is even somethmg weakly Mendelssohn- 
like about the passage m question. Moreover, other passages where 
one feels that Strauss might wish to be spiritual, only succeed m bemg 
sweet And it is a specifically German sweetness, for Strauss is even 
more National than was Wagner. After penods of daring inventive- 
ness, of wild exuberance, of harsh discordancy, he lapses mto the most 
flagrant examples of patriotic tunefulness. The result of this has been 
to accentuate that German race-feehng which much of Wagner’s music 
had already been mstrumental in emphasising Strauss not only caused 
the Germans to feel even more sentimental about their country than 
had his predecessor, but, by a grandiose portrayal of battle through the 
medium of music,^ he glorified war and strife, creatmg thereby a 
thought-form which was used by the Dark Forces to help precipitate 
the war itself. Nor did the “untrammelledness” of his music cease to 
be operative after the world-war had come to its unsatisfactory end ; 
for it undoubtedly played its part m producmg the revolution which 
followed, even though the latter was actually brought to a head by the 
German defeat. Indeed, since his music has become dissemmated, 
revolutions and social upheavals have mcreased, and all the vanous 
isms aiming at greater freedom, at greater self-expression, have become 
more widely diffused. Strauss, with the blending of his danng and 


^ Notably in Ein Heldenlehen, 
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anti-conventional harmonies and melodic exuberance, emotionalised 
humanity m such wise that they aspired to break the bonds and be- 
come free. The very obviousness of some of Strauss’s melodies 
augmented this emotionahsmg effect : his discords alone merely broke 
down conventional thinkmg ; it was for his easily comprehensible 
melodies to fire the emotions which eventually mspire actions. 

That these actions, of course, took vanous forms, was to be ex- 
pected ; the poet wrote poems with revolutionary or individualistic 
content ; the orator was impelled to use his oratory m the cause of 
freedom ; the writer turned his attention to that same cause ; the 
pamter ignored the conventions of all previous pamters ; and even the 
sculptor exclaimed • ‘T will not be bound by nature’s dictates !” 
Thus, to whatever field of activity we look, this cravmg for Freedom 
becomes mcreasmgly noticeable. What, again, has mspired the outcry 
respecting the severity of the marriage-laws : why have people at last 
demanded easier divorce ? It is this same aspiration — woman de- 
mands the same rights as man, and she is justified in her demands. 

Nevertheless, this mention of Strauss and Wagner m connection 
with the loosemng of the divorce-laws, may seem to give substance to 
an idea entertamed by not a few people, namely, that the intensely 
emotional music of these two composers tends to emphasise the erotic 
passions, and, therefore, what we have termed fireedom should more 
correctly be termed bbertinage. And although we repudiate this latter 
imputation, it must be admitted that there do exist people who become 
sexually stimulated when hearmg the music of Wagner and more 
expecially that of Strauss. For this, however, the nature of those in- 
dividuals m question is more responsible than the music itself. Music 
of such force naturally stirs the entire bemg — touches the lower 
elements as well as the higlier. People with httle or nothing of emotional 
control may therefore be thrown mto a state of chaotic excitement by 
Strauss’s music, which, m contradistinction to Wagner’s, reaches only 
the plane of emotional and not of spiritual love. But on those of con- 
trolled temperament and lofty aspirations, no such effects will be per- 
ceptible , spiritual love is, as it were, the higher octave of the emotional, 
and, m natures capable of feelmg such love, the strikmg of that lower 
note will immediately be echoed by response from the higher. It 
should be added, however, that the aforementioned passional are 
of a quite transient order. 

In England the first Strauss festival took place in 1903, and smce 
then — except durmg the War — ^his works have been played more and 
more frequently It is also smce then that all those freedom-aspiiing 
movements, including militant suffrage, came into prominence. Never- 
theless It is evident from any indications that his music is beginning to 
“date”, and fails tp stir the emotions of its listeners as it did formerly. 
Moreover, Strauss himself has changed his musical policy Smce 
Electro he has toned down the forcefulness of his Muse and turned more 
to melodiousness and the immediately appeahng In the Rosen- 
kavaher which followed Electra^ he derived much of his inspiration 
from Mozart, thus revertmg to the past. With the change in his 
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actual music has come a change in its influence. In his later works, 
any rate, he is no longer the Apostle of Freedom, for in some respects 
he has returned to more conventional forms. As to the effect which his 
music will exercise on commg generations, that largely depends on 
whether the work of the earlier or the later period survives. Meanwhile 
It IS significant that a certain section of the German people are showmg 
a marked desire to return to the old rigime. Althou^ m theory a 
repubhcan government may seem expedient, yet inwardly they mchne 
towards a monarchy as being more romantic and suggestive of rule by a 
firm hand. Those elements of freedom m Strauss’s music which at 
one time urged them to rebel agamst an autocratic government are 
losmg their effect, Wagner’s music, and consequently his influence, 
are also temporarily on the decline. Neo-classicism is coming to 
the fore, a reversion to the old with vanations and with no clearly 
defined influence. Altogether there is no dommatmg musical figure 
in Germany at the present time, so it is perhaps not surprismg that 
the Germans are tom by conflictmg pohtical emotions, 

Richard Strauss is the last great German musician with whom we 
propose extensively to deal. It will be noticed that Weber, Schubert, 
Brahms and Reger, mdividual though they were, have been omitted ; 
and the reasons for this are that (1) Weber exercised a greater influence 
on music itself and on other composers — notably on Chopin and 
Wagner — than on character and morals ; (2) that the effects of Schu- 
bert’s music, though responsible for instilling sweetness, gentleness and 
softness into life, were not sufficiently pronounced to warrant a lengthy 
survey ; (3) that Brahms’ music was merely a vanant on that of Beet- 
hoven and Mendelssohn, i.e. he expressed human emotions and so 
inspired sympathy ; and finally that Max Reger’s influence was 
siinilar to that of Bach, with this difference . that by means of his un- 
conventional harmonies he aroused a correspondmgly unconventional 
type of thinkmg. Of one more German composer, Arnold Schonberg, 
we shall have occasion to speak bnefly m our study of the Deva- 
evolution exponents — a subject which will occupy the third part of this 
book. 
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Part HI 

ESOTERIC CONSIDERATIONS 


THE MUSIC OF THE DEVA OR NATURE- 
SPIRIT EVOLUTION 


CHAPTER XVI 

MUSICIANS AND THE HIGHER POWERS 

As implied in Chapter V, all high Initiates have the power, by means 
of thought-transference, to impress upon the mmds of such persons 
as are sufficiently receptive, any ideas They may think fit. But when we 
wnte impress^ we use the word in a suggestionistic sense, and m no 
other, i.e. They suggest ideas to the poet, musician, painter, wnter or 
philosopher, They do not force ideas upon him. Indeed, the recipient 
IS often quite unconscious whence come his inspirations, and has no 
suspicion that he is, as the case may be, either the subject of thought- 
transference, or temporarily “overshadowed” by an unseen Presence. 
Only when the artist is at the same time an accepted pupil of an Adept 
and m close touch with Him, as in the case of Nelsa Chaplin, can he 
know these facts. 

Now, withm comparatively recent years certain of the Masters who 
specialise in the arts have deemed it expedient to mspire a type of music 
calculated to augment spirituahty by means of knowledge. Throng 
music Man should at last come to sense that other world with its 
milhons of mcorporeal denizens existing concurrently with the phy- 
sical. We refer of course to the Deva Evolution, those spiritual intelli- 
gences rangmg from smallest nature-spint to loftiest cosmic archan^L 
Smce the generahty of mankmd are not sufficiently evolved to perceive 
these Devas, the power of music was brought mto service. As the melo- 
dious utterance of a poet will often convince a sceptic of some truth 
when no amount of dry argument is of avail, so the melodious sounds of 
music can achieve a similar, nay, even greater, result. By inspirmg 
composers to convey the vivid life and movement of the Devas, as also 
their atmosphere and even their music in terms of earthly sound, the 
Masters are enabhng Man to “hear” what as yet he cannot “see”. 
Moreover, by realising that the Devas exist, Man is approaching that 
closer relationship between himself and them, which is to constitute 
such an important evolutionary development of the future.^ 


^ See Watchers of the Seven Spheres by H. K. Challoner (Routledge). 
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CHAPTER XVII 


THE OCCULT CONSTITUTION OF MAN 

Towards a better comprehension of much that follows it is necessary 
at this juncture to study such information as is available regarding 
Man’s subtler bodies, or what have been termed the “sheaths of the 
soul”. Just as psycho-analysis has contributed much to explam the 
vagaries of Man’s nature, Theosophy has contributed even more to 
explain Man’s nature itself. Although the spiritualists are provmg to 
the satisfaction of ever-mcreasmg numbeis that a human bemg does not 
merely consist of a body but also possesses an immortal soul, the 
Theosophists, or rather the Leaders of the Society, go further, and, as 
the result of assiduous clairvoyant mvestigation, have been enabled to 
give forth specific knowledge regarding the actual constitution of that 
soul and its relationship to the body and the higher planes of con- 
sciousness. 

Man’s subtler bodies, then, constitute what is known as the aura or 
auric egg, and are perceptible to the trained clairvoyant of whatever 
denommation or school of thought ; they surround the physical body 
and mterpenetrate one another as well as the physical body itself. In 
theosophical nomenclature they are termed severally : (1) Etheric 
body, (2) Astral body, (3) Mental body ; but for the purpose of this 
book they are best tabulated as follows * 

- /Physical body or organism, composed of gross matter. 

ISensation body or organism, composed of fine matter. 

2. Emotional body or organism, composed of still finer matter. 

3. Mental body or organism, composed of very fine matter. 

It will be noted that we have bracketed together the physical- and 
sensation-bodies, and this because they are so intimately connected 
that only dm mg an anaesthetic do they become dissociated, whereas 
the emotional amd mental leave the physical in sleep. If a tramed seer 
watches an operation, he can observe the vanous bodies, including 
the sensation-body, bemg forced out of the physical by the action of the 
drug. In the case of a local anaesthetic, however, only a small part of 
the sensation-body is extruded, the other bodies remaming m the 
physical. The same occurs when one’s arm “goes to sleep”, for it is 
possible to force out a part of the sensation-body through pressure ; 
under such conditions the subtle replica of the arm may clairvoyantly 
be seen projecting from the shoulder ; but when the physical-body arm 
“wakes up”, the sensation-body arm is reabsorbed, resulting m that 
feelmg of “pins and needles” famihar to all. 

It will now have become apparent why we use the term sensation- 
body — i e. because only when the latter is unified with the physical 
are sensations possible — other words, sensation is produced by the 
conjunction of these two bodies, the one having no feelmg independent 
of the other. But it should be noted that the sensation-body is especi- 
ally significant as regards the present enquiry, for it is on this that the 
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vibrations of music first strike before they aflect either the emotional 
or mental bodies. Thus the sensation-body is the bndge betw^een the 
physical and the higher ones, m that it is not possible for compara- 
tively coarse vibrations of sound to affect highly subtihsed matter with- 
out an mtermediary. 

As regards the emotional and mental bodies, the second and third 
we have enumerated : if a tramed clairvoyant looks at the aura of a 
savage, it reveals an entirely undeveloped emotional body, ugly m colour- 
mg, small m size, and lacking m all beauty of form. The aura of the 
moderately evolved man, on the other hand, reveals a larger emotional 
body with purer colourmg and more beautiful form. Further, in the 
aura of the savage there is practically no mental body discernible at all, 
whereas in the average man it varies m size and beauty of colour accord- 
ing to the depth of his intellect and the loftmess of his thou^ts It stands 
to reason, therefore, that both these bodies are developed in proportion 
to our emotional and mental lives, and it is for this reason, by the way, 
that the human aura is an indication of character for those who have the 
power to see it and to understand the significance of its many hues.^ 

Nor do these bodies, with the exception of the sensation-body, 
perish with the dismtegration of the physical organism ; each subtle 
body, in fact, is attuned to its corresponding plane of consciousness, and 
functions independently on that plane when released from the physical 
envelope, just as a child functions mdependently on the physical plane 
when released from its mother’s womb. We may pursue the simile 
even further * if the foetus is badly nourished, the child will be weakly ; 
if Its parent is coarse or comes of tamted stock, the child will more than 
likely be coarse and tamted — and so forth. 

But granted that these subtler planes — ^whether m varying phrase- 
ology they be called Heaven, Hell, Purgatory, Kamaloka, Devaloka, 
or Blysian Fields — granted that they constitute the world of the de- 
parted, they bear an even deeper significance m relation to our physical 
world than the lay mmd imagines. And especially is this the case 
with the emotional plane. As the emotions of Man mfluence the 
emotional plane, so does the emotional plane m its turn influence Man’s 
thou^ts and feehngs. Thus there is a constant interaction between 
the two. How IS it that in certain countnes one finds a predominance 
of certain emotions The answer is, because the so-called “atmo- 
sphere” or aura — reahty the emotional plane — is saturated with those 
particular emotions.^ 


^ The late Dr. Kilner invented a screen by means of which the aura 
becomes perceptible even to non-clairvoyants 

® Durmg the War, for instance, German Switzerland was very pro- 
German, while French Switzerland was very pro-AIlies * now, it was told 
to me as a curious (?) fact, that if an inhabitant of German Switzerland 
came to stay in French Switzerland, after an astonishmgly short time he 
became as strongly pro- Allies as he had originally been pro-German. And 
why ? Simply because he had moved mto that pro-Alhes-impregnated 
aura, i e. that special part of the emotional plane which was located in 
French Switzerlan4. 
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It is instructive to take this cursory view of Man’s subtler bodies 
and their corresponding planes, because of the important part that 
music has played and continues to play m their development. We 
come to see how each type of music affects one body or the other, and, 
correspondingly, the three domains — the mental, emotional, and 
material or physical. Thus, m Part IV, we shall see that the quarter- 
tone of Indian music especially affects the mental body, hence the 
domain of mmd, philosophy, metaphysics ; the third-tone of ancient 
Egyptian music especially affected the emotional body, hence the domain 
of the emotions — ^ntual, music and occult knowledge ; the half-tone of 
European music especially affects the sensation-physical body— hence 
the domam of Matter : mechanics, government of men, practicality. 
Nor is the reason far to seek ; the quarter-tone is the most subtle 
division of the note, therefore it influences the most subtle of the hi^er 
bodies ; the third-tone is a less subtle division, therefore it influences 
the correspondingly less subtle emotional body ; the half-tone is the 
least subtle of all, therefore it influences the physical.^ 

Yet although we have stated on what music operates, we have as yet 
not stated how ; that is to say, the modus operandi considered esoteri- 
cally— for the exoteric modus operandi we have dealt with m Chapter 
VI. 

In the Hermetic Philosophy there is a maxim : “As above, so be- 
low.” Now, speakmg in general, music operates in accordance with 
that Law ; but what is actually heard of music is only its physical 
manifestation consequent upon its vibrations ; these pertam to the 
“below” ; or, otherwise expressed, we only perceive the effects of 
those musical vibrations on the physical plane, but we do not perceive 
the much further-reaching effects created by that music on the higher 
planes ; and it is just these, pertaining to the “above”, which influence 
our various subtler bodies (and hence our characters), because, in 
addition, they influence those planes themselves. These effects can be 
perceived by the trained seer, and assume both forms and colours 
commensurate with the artistic value and emotions which the music 
expresses. For mstance, the preponderating colour produced by music 
expressive of devotion, is blue — ^that being the colour of Devotion on 
the hi^er planes, and, consequently, m the emotional body. Hence, 
if the seer looks at the aura of even a fairly devotional person, he will 
find in it this colour. Now, as hke attracts hke, especially on the 
super-physical planes, the blue produced by that devotional music wiU 
tend to increase the blue m the aura of that particular person, and so 
to mcrease the attribute of Devotion. It is the Sjame with all other 
emotions and their correspondmg colours. But the following pomt 
should be specially noted : where a man is entirely lacking m a par- 
ticular quality, and hence m its correspondmg colour, then m that 
particular respect the subtler mamfestation of music cannot affect him. 
Were it otherwise, the most unevolved souls would develop with an 


^This naturally does not imply that it exclusively influences the 
physical. 
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astordshmg rapidity, and in the large cities where there are concert 
halls and opera houses, squalor and sordidness would be non-existent. 
That such is not the case, we are all too sadly aware. None the less, 
even the most undisciplined characters are susceptible to the beneficial 
influence, however sh^t, of such music as they actually hear, and for 
this reason even barrel-organs serve a useful purpose in the slums. 

There is, however, one very important point we have still to add, 
namely, that the subtler effects of played music, i.e. the colours and 
forms produced on the emotional plane, endure for some time after the 
actual sounds have died away. In other words, thou^ the music 
itself is no longer heard, the emotional content of that music is opera- 
tive for a varymg while withm a certain radius around the spot where it 
was played. To give a sinule, if an inadequate one : when we flirow a 
pebble into a pond, though the pebble itself is small, the rmgs it pro- 
duces on the surface of the water are large. If there be a bit of straw 
floatmg a considerable distance from the spot where the pebble sank, 
after an appreciable space of tune that bit of straw will be agitated by 
one of those rings. Now, the same law on a much larger scale obtams 
in connection with the subtler effects of music. Although the Queen’s 
HaU Itself— wherem we will suppose a certain work is being per- 
formed — occupies a comparatively small amount of space, the colours 
and forms created by that work on the emotional plane extend for some 
distance around. It is for this reason that it is unnecessary for a person 
to be within earshot of music in order to benefit, at any rate to some 
extent, by its effects. Nor must we forget the durability of those 
effects. Presuming a man lives in an outlymg suburb, but comes into 
London dafly for business purposes, although he lives and sleeps out- 
side the subtler influences of that music, he comes under them every 
day durmg busmess hoiurs. 

To summarise : the art of music, as will be gathered from all the 
foregomg, is operative m two ways — ^grossly and subtly ; on ^e 
physical plane “heard strains” by their charm possess the power to 
“soothe the savage breast”, while “unheard strains” possess hidden 
powers of a “telepathic” nature which affect our subtler bodies directly 
or through the “emotional atmosphere”, and so educate the “soul”. 

But an important objection may here arise. Let us again suppose 
there is a concert at Queen’s HaU, and that a hundred yards away music 
of an entirely different kmd is being played at a cinema : is not the 
effect produced in the unseen planes one of discordant chaos ? And 
yet we answer : not so — for in the unseen planes there are other 
dimensions of spaced to be taken mto account, and also the fact that one 
type of vibration does not interfere with another type, any more than 
the vibrations of the sunlight interfere with those of the hidden rays of 
wireless telegraphy. Only if two concerts took place within earshot 
and actually produced discord on the physical plane would that dis- 
cord be reproduced on the unseen planes — ^not otherwise. 

There is, however, stiU the effect on our subtler bodies to be con- 
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sidered— the eiBfect of two or more musical performances not within 
earshot. In this case, each peison will, m accordance with our former 
statement, be affected by that quahty to which he is most capable of 
responding. For example, let us suppose there is a man hvmg midway 
between two concert-halls, and that in the one a fugue of Bach is being, 
or has been, perfoimed, while in the other a violinist is, or has been, 
playing the second movement of Mendelssohn’s Viohn Concerto. If 
the man in question has much yellow m his aura — ^yellow bemg the 
colour of intellect — then the yellow pioduced by Bach’s music^ will 
mcrease it, for, as we have said, like attracts hke. And let us suppose 
that he is an abnormal man without a gram of sympathy m his character, 
and consequently not a trace of apple-green — the correspondmg colour 
—in his aura, then he will be impervious to the influence of Mendel- 
ssohn’s music. Should he, on the other hand, possess a certain degree 
of this attribute, then he will derive benefit from both conceits, the 
one actmg on his emotional body, the other on his mental Needless 
to say, this pnnciple is susceptible of countless vanations, the human 
au a bemg composed of a vanety of colours correspondmg to a man’s 
many attributes. Thus several different influences may be brought to 
bear on the emotional body alone at one and the same time. 


CHAPTER xvm 

CfiSAR FRANCK, THE BRIDGE BETWEEN THE HUMANS 
AND THE DEVAS 

Although Cesar Franck was bom nearly twenty yeais later than 
Beiiioz, he was the father of that French school of composers which 
was destined to introduce quite a new element m musical content, if not 
altogether in form. For Berlioz, with all his ingenuity, must be re- 
garded as an experimentalist ; he was never able to mtroduce mto his 
music that subtle ingredient which influences character and moulds 
morals ; he influenced music itself, and prepared the way for the 
genius of Wagner, and to some extent for Franck 

The latter “first s^w the light of day”, to use an expression char- 
acteristic of his era, at Lfege m 1822 ; and it is not without significance 
that the first Deva-exponent should be one of the most touching and 
beautiful characters m the annals of musical biography. His portrait 
is familiar to all music-lovers, but only those who have read M, 
Vincent d’Indy’s study relating to him will obtain a glimpse of the soul 
of this remarkable man Even those who met him in life — casually, 
that IS to say — ^never suspected the genius that lay hidden m the heart 
of that strange httle figure, so often to be seen hurrymg along, “in- 
variably absent-mmded and makmg grimaces, mnmng rather than 
walkmg”, and “dressed in an overcoat a size too large, and trousers 


1 See ante 
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a size too short”. Nevertheless, that little figure whose face was as 
quamtly adorned-— he had thick grey side-whiskers but a clean-shaven 
mouth and chin — ^as the rest of his person, radiated a love so warm and 
selfless “that his pupils not only cared for him as a father, but were 
attached to each other m and through him”. Yet thou^ he merited 
so much, his external life was one of xmutterable drudgery.^ From 
morning to mght, apart from those he gave to his inner circle of dis- 
ciples, he was obliged to give lessons to none-too-intelligent amateurs, 
and what is more, to contend with the stupid myopia of jealous aca- 
demic conservatoire professors. It was characteristic of his noble 
nature, however, that far from bearmg Fate or them any lU-will, he 
seemed to be obhvious of their evil intentions. With all his hterary 
interests and mtellectual pursuits there was something so intrinsically 
naive, trusting and childlike m his heart, that to disbeheve in the good- 
ness of humamty, even in the face of evidence to the contrary, was 
impossible. No wonder that Cdsar Franck proved a fit mstmment in 
the hands of the Higher Powers, and that the Masters could so mould 
his mspirational faculties that he could receive the higher Deva mes- 
sage, either through Them, or in certain conditions direct from the 
Devas Themselves. 

Those who, while m the body, can clairvoyantly see the Devas, or 
else bnng back the memory of Them after super-conscious trance, 
know that one of the chief Deva characteristics is Love ; but, of course, 
this attribute vanes with the spiritual altitude of the Devas in question — 
m the httle nature-spirit it is existent, but to a correspondingly lesser 
degree That a tone-poet who was m close touch with the higher type 
of Deva should manifest this same love was both natural and signi- 
ficant. Yet, unless to begm with he had possessed a measure of that 
beautiful attribute m his soul, it would not have been possible for either 
Adept or Deva to inspire him. But apart from Franck’s love-nature, 
there are other signs that he was closely in touch with the Deva- 
evolution. He was a master of that form of improvisation which 
Initiates know to be the Devic type ; moreover, his achievements in 
this direction were perhaps even more inspired than his wntten work ; 
and this lends much weight to our contention. “For Cesar Franck 
had, or rather was, the genius of improvisation”. In the “dusk of the 
organ-loft” m that church of St. Clotilde, where he held the post of 
organist, every Sunday and feast-day he would “pour out his soul” in 
wonderfiil fantasias “which were often far more lofty than many skil- 
fully elaborated compositions”.^ And it is just this spontaneity, thus 
findmg expression, which is so ewdential of the Deva-inspired, or the 
Deva-overshadowed, man. Franck was an ardent behever, and we 
read that every Sunday durmg Mass “he would leave the organ-loft, 
and, kneelmg in a corner of the gallery, prostrate himself in fervent 
adoration before the Almighty Presence at the altar”. This simple act 
of faith on his part is full of meaning to those who, gifted with seership. 


1 Cisar Franck, by Vincent d’Indy John Lane. 

2 Ibt± 
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can perceive the radiant-coloured Devas as they fill a church, having 
been evoked by means of that ancient piece of Ceremonial Magic. 
It was then, no doubt, that Cesar Franck came into even closer touch 
with those “Shining Ones” whose very speech he so often endeavoured 
to reproduce in earthly music ; it was then that “he assuredly foresaw 
and conceived the sublime melodies which afterwards formed the 
groundwork of The Beatitudes*\^ 

Cesar Franck lived to be sixty-ei^t years of age. With a life 
remarkable for its energy and freedom from disease, he was the first 
composer, as we shall presently see, whose mission it was to break down 
disease m the hves of others. He died on November 8, 1890, and his 
journey to the grave was as free from all outward display as had been 
his life. Not one representative of the Conservatoire where he had 
taught for so long came to his funeral, not one emment professor, nor 
official from the Mmistry, nor the Department of Fme Arts. Every 
person of worldly eminence who received an mvitation excused himself 
— there was, m fact, a strange epidemic of brief but debilitating mdis- 
position which attacked all the great musical professors of Paris just 
around November 8 that year ! And so “only the Master’s numerous 
pupds, his friends and the musicians whom his untinng kmdness had 
won over to him” appeared at his graveside. It was an aU the more 
poetical ending to an inwardly poetical life, and the final touch of 
poetry was added when M Chabrier delivered that valedictory oration 
which deserves to be recorded m many books. It ended * “Farewell, 
Master, and take our thanks, for you have done well. In you we salute 
one of the greatest artists of the century, and also the incomparable 
teacher whose wonderful work has produced a whole generation of 
forceful musicians, behevers and thinkers, armed at all points for hard- 
fou^t and prolonged conflicts. We salute, also, the upright and just 
man, so humane, so distmguished, whose counsels were sure, as his 
words were kind. Farewell. . . 

An examination of Cesar Franck’s music reveals to us two distinct 
elements, the human and the ethereal. The second movement of the 
Viohn Sonata affords an instance of the expression of the former, the 
noted cantikne in the Pianoforte Quintet affords an instance of the 
expression of the latter. It is owing to the combmation of these two 
phases that we have designated Franck a bridge between the human 
evolution and the Deva ; he expresses the emotions of both, and so 
co-ordinates the mortal with the celestial. As M. Gustave Devepas 
writes : “C^r Franck’s music makes us neither beast nor angel. 
Keeping a steady balance, as far removed from materialistic coarse- 
ness, as from the hallucinations of a doubtful mysticism, it accepts 
humanity with all its positive joys and sorrows, and uplifts it, without 
dizziness, to peace and seremty, by revealmg the sense of the Divme. 
Thus it tends to contemplation rather than to ecstasy. The hearer who 
abandons himself with docility to its beneficent influence will recover 
from the superficial agitation at the centre of the soul, and, with all that 
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is best within himself, will return to the attraction of the supremely 
desirable, which is at the same time the supremely intelligible. Without 
ceasmg to be human he will find himself nearer to God. This music, 
which is truly as much the sister of prayer as of poetry, does not weaken 
or enervate us, but rather restores to the soul, now led back to its first 
source, the grateful waters of emotion, of light, of impulse , it leads 
back to heaven and to the city of rest ” And to this M. Vmcent d’Indy 
adds : “In a word, it leads us from egoism to love . . . from the 
world to the soul, from the soul to God”. 

This latter reflection is deeply significant. Egoism is the cause of 
most of the troubles which fret the rmnd of Man. A large variety even 
of physical maladies are both engendered and aggravated by self- 
centredness ; consequently many of those schools of healing which 
tend to “lift people out of themselves” have proved so efficacious. 
Indeed it was one of the Masters who inspired that particular type of 
metaphysics which developed into Higher Thou^t, Christian Science, 
and similar movements. What Cesar Franck achieved throu^ the 
agency of music, these movements sought to achieve through meta- 
physical argument. By “reveahng a sense of the divine”, and by leading 
Man “back to heaven”, Franck led him away from his small personal 
self and gave him a glimpse of his Higher Self m which there is neither 
sorrow nor disease. In Franck’s music there is truly the healing balm 
of that seraphic love which harmonises all the subtler bodies and tends 
to bring them into alignment. As darkness and the sunhght cannot 
exist m one and the same place, neither can sorrow and disease exist 
where shines the joy-and-health-givmg Love of the Angehc Hosts. 

To enter into an elaborate analysis of Franck’s music, however 
interesting to the musician, would serve no purpose as regards this 
book. Suffice it to say that through the ethereality, “nobility and 
expressive value of his melodic phrase, and the originality of his har- 
monic combinations”,^ he contrived to reproduce some of the Deva- 
music of the higher planes for the benefit of earthly ears. One result 
of his achievement was that diffusion of practical mysticism throughout 
Europe which began towards the end of last century. Mankind m 
general is averse to accepting anything new , not only is the objective 
mind in resistance to it, but still more the subconscious. It was this 
resistance in the subconscious which C6sar Franck was instrumental 
in breaking down ; he helped to insinuate mto it those very ideas 
which later on so many people came to accept. Since his advent, the 
science of healing with the aid of “Nature’s finer forces” has vastly 
increased. Verily, as M. Chabrier said when biddmg him that final 
good-bye, he had done well, for to inspire those measures whereby 
the burden of sorrow and disease may be lifted from the souls and 
bodies of a suffering humamty is to have accomplished a great work 
which merits our undying gratitude. 

And yet M. Chabrier thus eulogised C6sar Franck without knowing 
the whole truth. Franck was an Imtiate, albeit without clairvoyance. 


^Vincent dTudy’s phrases. 
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special Devas under the ^dance of the Adept Koot Hoomi, who was 
his Master, poured down inspiration through his subtle bodies, thereby 
creating an exquisite chord on the hi^er planes, combining their 
individual notes with those of the Adept and His unwitting pupil on 
earth. 

When he returns to the world of men, it will be with those powers 
characteristic of the advanced Initiate : the ability to see, to hear, and 
to heal by super-physical means. 


CHAPTER xrx 

GRIEG, TSCHAIKOWSKY AND DELIUS 

As Franck was an intermediary between the higher Devas and hu- 
manity, Edvard Gneg was an intermediary between the httle nature- 
spirit and humanity. Although his creations were m many respects 
charming and individual, they did not reach the altitude attained by 
the Belgian composer. Nor, in view of what we have just written, 
could this be demanded—the nature-spirits are quamt little entities 
whose relationship to even the lesser Devas merely resembles that of 
our domestic animals to us ; and, therefore, to expect either great 
loftmesss or profundity from their musical interpreter — and thm first 
at that — ^would be to expect the impossible. 

That Grieg should be born m Scandinavia is in itself sigmficant ; 
for there, as m Ireland, Scotland and Wales, the nature-spirits are 
nearer to humanity than in countries where the towns pollute the 
physical atmosphere with their smoke-belching chimneys, and the 
spiritual atmosphere with their materialism and acquisitiveness. Thus, 
in residing in Norway, Grieg hved in close touch with the untarmshed 
soul of nature. Also the folk-song of that country which exercised 
such a marked influence on his work, was already to some extent 
expressive of the nature-spirit element. As the writer m Grovers 
Dictionary remarks : “Grieg’s music carries the fragrance of his 
native pinewoods into the concert-room” — ^yes, and in the last 
number of the Peer Gynt Suite he also carries a suggestion of dancing 
gnomes. 

It IS not our mtention, however, to expatiate at any length on the 
Norwegian composer, for his influence on mankind was not a pro- 
nounced, though at the time in some respects a very necessary one ; 
he inserted the thin end of the wedge that was eventually to widen the 
crevice through which mankmd should obtain a larger view over the 
nature-spirit world. It was he who paved the way for Frederick Delius, 
Claude Achille Debussy, Stravinsky and others, and fmally for Scriabm 
-—the greatest Deva-exponent who has so far appeared m the field of 
art. 

Nevertheless, Gneg was not entirely alone in his unconscious en- 
deavours to span the chasm between the two worlds ; three years 
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before his birth^ another composer— destined to reap an astonishing 
popularity— was bom at Kamsko-Votinsk, m Russia. And although 
it must be admitted that a very large proportion of Tschaikowsky’s 
work was almost too obviously human, seeing that at times he did 
undoubtedly write nature-music, he, too, must be accepted as an 
intermediary. He may, owing to his glaring unsubtleties, be regarded 
by the genuine and more pronounced nature-spirit exponents as a 
musical vulgarian, but their attitude does not alter the facts. That 
attitude, indeed, is perfectly comprehensible ; for one of the chief 
characteristics of nature-music is its subtlety, and, therefore, to com- 
posers like Ravel and Debussy, m whom this virtue is very pronouncei 
“the most un-Russian of all the Russians” could not be expected to 
appeal , they had outgrown his immature efforts, which no doubt 
savoured to them of the nursery. If, however, despite their censure, 
we care to examine parts of Tschaikowsky’s music, we detect a certain 
primitive quaintness not unlike that of Gneg, though by this we mean 
the spirit of Grieg’s work and not the form. But even so this quaintness 
to be found m both composers is more reminiscent of nature-music, 
than actually like it, judgmg from how it sounds to clairaudient ears. 
The work which Grieg and Tschaikowsky accomplished was more to 
draw attention to the existence of the nature-spirit music by portraying 
what they thought it was like than by reproducing it actually. For this 
the time was not npe, seemg that the knowledge of the Deva-evolution 
was not intended for the world until after Wagner’s influence had spread 
to a certam extent. 

But apart from this, it was not possible that music itself should 
undergo a sudden transformation at the hands of its exponents. For 
Grieg or Tschaikowsky to have conceived of an entuely new music 
would have been contrary to the laws which govern inspirational 
receptivity. However much an Adept or Deva mi^t wish to impress 
a totally and consistently novel combmation of ideas upon one of His 
“mediums”, the latter would be incapable of receivmg it ; for one 
thing, it would be contrary to all his previous musical notions, for 
another, he would not have the necessary technique at his disposal to 
transmit it. Therefore, musical evolution, just as every other Idnd of 
evolution, must be a gradual process, in view both of its composers 
and its listeners. Hitherto, even the most advanced Deva-exponents 
have only been able to “brmg through” a small portion of that music, 
and that is why the hyper-moderns sound to us so discordant — they 
have assinulated some of the discords, but have not learnt how to 
resolve them. Moreover, they have still to “brmg through” the melodic 
side of the Deva-music ; for, not having as yet sensed this, many of 
them, m their endeavours to avoid the obvious, banish melody from 
their compositions altogether. It should also be stated that the neces- 
sary instruments for the perfect interpretation of this music have yet 
to be invented. 

Thus, m reviewmg the whola trend of that art which had its first 
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tentative beginnings with Grieg and Tschaikowsky, all the foregoing 
must be taken into consideration. 

The next progressive step from the human to the Deva-music is to 
be found in the works of Frederick Debus : for he has undoubtedly 
contacted much of the atmosphere of the nature-spirit evolution, if 
we compare his art with that of his predecessors, we find it appreciably 
softer, mellower and more subtle , it is also essentially refined. Delius, 
like all other mdividualists, developed his style through a selective 
process— he assimilated certam phases of Grieg, of Debussy and 
Wagner, and made them his own. He is the poet of atmosphere^ of 
the peace-fragranced spirit of the woods, of the freedom of the “cloud- 
kissing hili”, and of the hazy sun-bathed landscape. The folk-song has 
also played its part in his development, as it did in that of Grieg, for 
in the folk-song he finds that closer commumon with Nature which aids 
his creativeness. 


CHAPTER XX 

DEBUSSY AND RAVEL 

When Beethoven wrote his Pastoral Symphony, although he may have 
portrayed the feehngs of humans towards Nature, he never echoed the 
music of Nature itself— for, after all, the call of one irrepressible cuckoo 
does not make a rural poem, nor does a tympam-roll which was in- 
tended to depict a thunderstorm. The introduction of these flagrant 
insignia of Nature, in fact, merely suggest the naive , they conjure up 
a child with a pencil whose one idea of drawmg a man is to give him a 
beard. But the propitious time for Nature-music had not arrived, 
and, even so, Beethoven could never have composed it — ^he lacked the 
essential subtlety. 

Those who listen to the piping of the buds, to the murmur of the 
breeze among the foliage, to the laughter of the pebble-studded stream, 
and try to catch their elusive harmomes, must realise that the keynote 
of Natee’s music is its extreme subtlety. All is enchantingly indefimte, 
between the notes, vaned, yet in a sense charmingly monotonous. If 
die bircfe were actually to sing tunes, they would pall upon us hke the 
cuckoo and destroy all then poetry — ^tunes soon become common- 
place, but never the song of the thrush or blackbud ; it always eludes 
us, and that is why we love it. 

If one thinks of the opening phrase of Debussy’s JJApres-midi 
d'un Faune^ this same subtlety is noticeable ; all is subdued, dehcate, 
nebulous— for Debussy was the first composer to turn entuely from 
the human and wnte Nature-music pure and simple It was his 
mission to begin at the first rung of the Devic evolutionary ladder, and 
echo the music of the gnomes and fairies, the spirits of the water and 
the spints of the clouds. Hence he was instinctively compelled to 
write tone-poems bearing such titles as Nuages, La Mer, Jardins sous 
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la Pluie^ Reflets dans Veau, and so forth. It is true that he stepped into 
fame with an opera composed to Maeterlinck’s PelUas et Meliscmde, 
but It was the remoteness of this play which attracted him, not its 
humanity. Hence the result was an anomaly — ^nature-spirit music to 
a drama of human jealousy is out of place, and that is why his opera 
is not altogether satisfying ; it is too attenuated and diaphanous, and 
there comes a moment when one be^s to feel that it is too long. 
But then nature-spint music is not suited to opera at all, unless the 
subject be a fairy-tale or culled from Mythology ; for the nature- 
spirits know no passions nor sorrows, nor have they any moral sense 
as we understand it ; joie de vivre is their most promment character- 
istic. They smg, they dance, they bathe in the sun- or moonbeams, they 
love to mould the clouds mto countless diJBferent shapes, they love to 
play pranks and transform themselves into various semblances, just 
as children love to “dress up”. In fact, they are very similar to children, 
and have a special partiahty for them, and will often play with those 
who are psychically disposed. The parental wiseacres, of course, when 
their offspring relate of the games they have had with fairies, think that 
it is all imagination ; but this is not so, in that the young are very 
often gifted with psychic vision, though they as often lose their gifts 
when they grow up. Bemg told that it is all nonsense, they suppress 
those natural faculties, which, in consequence, atrophy. 

We need not go mto elaborate details relative to Debussy’s work ; 
it has sufficed to show its similitude to the subtle music of Nature, yet 
only those who possess clairaudience will reahse how great that simili- 
tude. For what may be heard with the physical ear— the sighing of 
the breeze, the laughter of the brook— is but the outer manifestation of 
Nature’s minstrelsy ; there is an inner song made by every movement 
of the leaves, of the butterflies’ wings, of even the flower-petals as they 
open to the kiss of the sun. And it is this which Debussy has repro- 
duced as far as it has been possible with our present-day instruments. 

Nevertheless, without great elaboration, a word should be said 
about his remarkable harmonic mventiveness : for with his advent 
an almost entirely new world of harmony was revealed to us. It was 
not, however, a greatly discordant world despite its novelty — ^with the 
exception of such pieces as La Cathidrale Engloutie Debussy contrived 
to be new without bemg intensely harsh ; his discords were more 
subtle than ear-splitting. They may have fallen strangely on the aural 
senses of 1902, when PelUas was first produced, but they cannot com- 
pare in actual harshness with those of Schonberg or Bartdk. The 
reason is that (1) Debussy was concerned with depicting the nature- 
spirit music of the earth-plane, which, bemg near to us, is morelhmiliar 
than that of the remoter planes — ^remoter only in a sense, of course, 
since they interpenetrate the physical ; and (2) that he reproduced 
much more of that music in its entirety than have the later composers 
reproduced of the music of the Emotional Plane. In a word, his music 
IS more complete than that of his followers. But none the less, it has 
its limitations, as Debussy himself was the first to admit. “I have come 
to the end of my tether,” he once said in effect to the author of this 
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book. “My message is not an extended one ; I seem to have exhausted 
its possibilities and can’t branch out in other directions.” Did he 
perhaps feel intuitively that his life was drawmg to a close ? It may 
be so, for he said this just before he developed that malady which 
resulted in his death. 

But he was not left without an heir— musically speaking — ^to elab- 
orate his mission and widen his influence. This is not to say that 
Maurice Ravel is a “copy” of Debussy, but rather a variation of him. 
Ravel, in fkct, constitutes the bridge between the music of the nature- 
spirits and that of the lesser Devas— those who inhabit the Emotional 
Plane ; for he oscillates, as it were, between the unseen denizens of 
the physical and those of that hi^er plane ; he is a necessary step 
to Scnabin’s message. With Ravel the discordant element is more 
pronounced than with his predecessor , at the same time his form is 
more elaborate, as witness the Tno for piano, violm and ’cello. He 
also took upon himself— unconsciously, no doubt — ^that high mission 
of showmg the beautiful in the ugly, not relative to the human realm 
as dd Moussorgsky,^ but to the realm of Nature. For it must be 
admitted that there is a wealth of beauty in the ugly side of Nature 
when we look upon it in its completeness. Le Gibet is one of the most 
characteristic pieces m this field of endeavour, though, m order to 
assiniilate its message, we must listen to it with our feelmgs, so to 
say, and not with our mind. 

Like Debussy, Ravel embarked on an opera with a very human 
subject : the music of UHeure Espagnole is non-human nevertheless, 
and IS even more of an anomaly than that of Pelleas, If its plot bears 
any resemblance whatever to the nature-spirit world, it is solely in that 
complete absence of conventional moral sense which its characters 
exhibit , in all other respects there is none. The Higher Powers, 
however, do not dictate to their “mediums” the choice of libretti ; 
they are content to inspire the music, though, of course, wexe Ravel 
a conscious occultist, or like Wagner or Scriabin aiming at some 
philosophical message, he would have co-ordinated the two As it 
is, his mtuition only at times plays him false, seemg that for the most 
part it guides him to select apt superscriptions for the majority of his 
pieces. Only a nature-spirit tone-poet would think of such a title as 
Undines, and only a nature-lover would hit on the fantastic idea of 
setting natural history to music. 

Smce Debussy and Ravel have spread abroad their influence, a 
perceptible change m the attitude towards the “Unseen” has taken 
place. Popular magazmes print articles dealing with the subject of 
Fairies as possible objective realities and not merely as figments of 
the imagination ; the mterest in folk-lore has widely increased, savants 
having published books on the folk-lore of the various countries 
Spiritism is obtaining an ever greater hold on the nation. More- 
over, the number of people with psychic perception is increasing, and 
instead of being scoffed at as visionaries, their assertions are taken with 


^ See Chapter XXIIL 
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a degree of seriousness which formerly would not have been accorded 
them. In a word, the chasm between the seen and the unseen is 
growmg ever narrower. 


CHAPTER XXI 

SCRIABIN, A DEVA-EXPONENT 

It is not altogether strange that Scriabm’s early compositions should 
have been intensely Chopmesque m chaiacter, for refinement and 
subtlety are closely alhed. Thus his predilection for the idiom of Chopin 
was based on psychological reasons rather than on musical ones , from 
an ultra-refinement, and hence subtihsmg of the human element, 
Scriabm passed into the non-human, and so ultimately became the 
greatest exponent of Deva-music who so far has been bom. He was 
also the first European composer who combined a theoretical know- 
ledge of occultism with the tonal art. Scriabin knew that he had a 
spiritual message to convey to the world, and that through music it 
could be given ; he did not beheve in Part pour Part , such a con- ~ 
ception faded to appeal to his mystic temperament ; he wanted to 
benefit the human race, and it was this aspiration which impelled him 
to confess that the day on which his chef oeuvre could be produced, 
would be the happiest m his life. 

This chef d^osuvre was to be called a Misterium, and at its perfecting 
Scriabm aimed durmg the last fifteen years of his aU-too-short existence 
on earth. Not only was it calculated to express the composer’s 
spiritual ideas, but to have an actually spintualising ejffect on its 
hsteners. Further, “it was to have been dehvered m the form of a 
service that would consist of a combined and simultaneous appeal to 
the senses by all the arts”^^ — a magnificent scheme, mdeed, if realisable 
— ^but unfortunately death overtook the composer before its com- 
pletion Did the Powers of Evil begin to “walk in awe of this mortal” 
and to fear his influence, as M. Montagu-Nathan suggests, or was it 
that the time was not ripe for so exalted a revelation ? Certainly it 
seems strange that all the efforts of the doctors to prevent a carbuncle 
from provmg fatal should have been unavailing. And yet occult 
information has solved for us this tragic enigma. Unlike Franck, 
Scriabin was not a trained Initiate workmg under the supervision of a 
Master ; and hence in contactmg the Devas of the higher planes, he 
subjected his dehcate physical vehicle to such a strain that he laid 
himself open to the attacks of the Dark Forces. Not being clairvoyant 
and possessed of the necessary knowledge, he was unable to keep them 
at bay. Moreover, as the powers of those Devas who had inspired 
him were restncted to their own planes, they were impotent to protect 


iSee M Montagu-Nathan, Contemporary Russian Composers, Chap- 
ter III. 
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Mm. Thus he died at forty-four years of age with his greatest work 
unaccomplished. 

In 1910, Prometheus or the Poem of Fire was completed, and it is 
undoubtedly the most mature of the composer’s works. Scriabm had 
already discovered that harmonic system which is pre-emmently 
Devic in character, and in this work he put it to the fullest use. The 
effect is one of almost contmuoiis false relation, i,e, “the occurrence of 
chromatic contradiction in different parts” played simultaneously. 
And yet only through this device, which caused the pedagogues of an 
earlier period to shudder with righteous indignation, is it possible to 
obtain that sense of “between the notes” which is essential to the 
portrayal of Deva-music. Tiue, Mr Foulds m his World Requiem 
attempted to simulate that music with the employment of quaiter- 
tones, but not altogether successfully, smce the effect rather gave rise 
to the idea that the orchestra was playmg out of tune. But then, as 
Initiates who can see mto the future have pointed out, special instru- 
ments are necessary for quarter-tone effects, and the day has not yet 
arrived for their invention. In the meantime, the possibilities of false 
relation are far from being exhausted, as witness the free use of it made 
by every noteworthy composer of the present day. 

The Devic quality of Scriabm’s music, however, is not only to be 
traced m his harmomc scheme, but in that exuberance and ecstasy 
which colour nearly the whole of his Prometheus score. It is an entirely 
different type of ecstatic element from that produced by Wagner — all 
sense of the obvious and the diatomc is banished, and with it all sense 
of the human. It exhales an intense lovelmess, but not an earthly 
lovelmess ; it reaches a climax expressive of unutterable grandeur, but 
it is a grandeur incomparable with anything we have seen or experienced 
on earth. It is the grandeur of imghty Beings, flashmg forth Their 
unimaginable colours and jfillmg the vast expanses with Their song. 
It was because Scriabm was inspired so forcibly to express the Deva- 
evolution that he felt the necessity for employmg the “keyboard of 
light” m conjunction with the orchestra ; his intense predilection for 
trills arose from the same cause. Those endowed with a sufficiently 
high type of clairvoyance to see the Devas on the more rarefied planes 
tell us that they scintiHate with the most superb colours. The colours 
of earth, with the exception of those produced by fire or those in the 
sunset, are dead ; but on the higher planes all are vibrant and alive. 
Moreover, colour, music, perfume, are all synthesised and not appor- 
tioned to different senses as m the material world. Thus when Scriabm 
aimed at a synthesis of all the arts, he was attempting to demonstrate 
that Law of Correspondences — “as above, so below”. 

It should be remembered that Scnabin was m touch with a higher 
stage of the Deva-evolution than was Debussy. Exquisite as are the 
latter’s compositions they do not approach either the ecstasy or the 
grandeur expressed by those of Scriabm. His whole range was a more 
extended one, but as he never attempted to synthesise the Devic and 
the human elements, his music seldom touches the heart-^there is 
something impersonal about it, with all its ecstasy. Yet it does not 
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leave us cold ; on the contrary, it stirs us vitally, but it awakens 
emotions which are less translatable into words than those evoked by 
any previous composer. Could it be otherwise, seemg that as yet the 
majority of us do not even dimly understand that vast evolutionary 
scheme of which it relates 


CHAPTER xxn 

THE HYPER-DISCORDANTS AND THEIR EFFECTS 

It is a fact that intense and continued passional emotions, especially 
mob-emotions, create a variety of thought-forms m the lower of the 
unseen planes, and that these thought-forms endure for a number of 
years, until destroyed by some specific agency. Looked at clair- 
voyantly, they often appear as a dense miasmic vapour with tentacles 
reaching out in all directions, ready at any moment to pounce on the 
unwary and inject their poison into their emotional organism. 

In the Middle Ages these thought-forms w^’ere, in part, responsible 
for the many and varied manifestations of cruelty mentioned m the 
chronicles of that period. That they obsessed some of the mquisitors, 
for instance, we have reason to believe. After the Reformation, these 
thought-forms played their part m inciting the various sects to persecute 
one another and resort to violent measures in order to suppress so- 
called heresy. At a still later period they inspired the cruelty and blood- 
shed comcident with the French Revolution. Indeed, if we study world- 
history we shall find that at every period, somewhere or other, acts 
of violence and cruelty have been perpetrated. For these thought- 
forms merely shift their field of action from one people, one country, 
to another the focus for their attack being always some emotional 
upheaval. It must be understood, however, that thought-forms in 
themselves are not possessed of any great motive-force, but that they 
attract the Powers of Evil and their agents, who utilise them for their 
own purposes ; thus humamty itself, by wrong thinking, forges the 
weapons which those Powers may wield to its own detnment 

Now it should be noted that nearly all the music we have hitherto 
examined in this enquiry has been educative, but not destruaive The 
specific type of music essential to the destruction of these undesirable 
obsessmg thought-forms only began to come mto existence around 
1906— it is the music of the ultra-discordant type. For it is an occult 
musical fact that discord (used m its moral sense) can alone be destroyed 
by discord, the reason for this being that the vibrations of intnnsically 
beautiful music are too rarefied to touch the comparatively coarse 
vibrations of all that pertains to a much lower plane. No more than 
a mass of slime m a stagnant pool can be affected by the blue haze of 
a summer’s morn, can those turgid thought-forms be affected by the 
strains of purely concordant music. 

Of course the question may here be asked : “Why did not the 
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Higher Powers inspire the essential species of music centuries ago — 
surely, if discord is all that was needed, it could have been ‘put through’ 
immediately after, say, the Gladiatorial Games.”^ But the answer to 
this IS that mere discord in itself will not produce the desired result — 
It must perforce be a special type of discord, which can only be en- 
gendered by the musical material at our disposal in this the twentieth 
century. The dissonances produced by “a few sorry pipes” would 
have Ixen quite powerless to destroy those mighty thought-forms : 
one might as well attempt to destroy the effluvia of a cesspool by 
lighting a joss-stick over it. 

Thus the work of destroymg these noisome moral germs has been 
allotted to Stravinsky, Schonberg, and other ultra-modernists, who 
by their dissonances offend the ears of our musical pedagogues. Yet 
the former are not merely spraymg the lower planes with their musical 
carbolic, if the phrase be pardoned, they are performmg a multiple 
task. Being, like Scriabm, Deva-exponents, though not in such a 
specific or lofty sense, for they contact more the Devas of the destruc- 
tive tyi^, they are helpmg to break down that conventional thinking 
which is the greatest obstacle to spiritual progress. Although con- 
ventionality was mdispensable as a means of estabhshing law and order 
after the Restoration, it has now served its purpose ; and just as Handel 
was “used” by the Initiates to produce it, the hyper-moderns have been 
likewise “used” to abohsh it. Their dissonances, attackmg the hard 
outlmes of the mental bodies of Pharisaical people, render them more 
pliant and so receptive to new ideas. The people m question, of course, 
mstinctively rebel, and can find no adjectives expressive enou^ to 
denounce this music which, unbeknown to them, is thus operating 
upon their mentahties, but that does not militate agamst the effect, 
for, as we have said more than once, the advantage of music is that 
it touches the subconscious. 

We do not propose to write a discursive study of contemporary 
composers who comprise a vast number of emment Russians, Germans, 
Italians, Frenchmen and Englishmen. A few remarks, however, 
relative to their use of irregular rhythms should be put forward. 

It IS not without significance that already in his youth Percy 
Grainger came to the conclusion that in order to express himself it 
would be necessary for him to break away from" stereotyped rhythms 
and write in what— unless our memory errs — ^he termed “musical 
prose”. He believed, in fact, that he had invented this new method of 
musical self-expression, and it only remained for him to invent a 
correspondmg mechanical device by which it could be conveyed to 
the public : for the difficulty was to conduct orchestral music written 
in such a way that every bar differed m time-value. This device has 
been mentioned in another book,^ the pomt which concerns us here 
being that Scnabm, quite independently of Grainger, must have also 
come to the conclusion that regularised rhythm imposed a limitation 


i See Chapter XXX 

® See My Years of Indiscretiorij Mills and Boon. 
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on modern musical expressiveness, and therefore had, as far as was 
practicable, to be abolished. But although the exoteric reason for this 
was as just mentioned, the esoteric reason is that irregular rhythm acts 
as a destroying force, hence it is of the utmost importance in breakmg 
down thought’- forms* To this end the moderns were “impressed” to 
employ it, and those who were sufficiently sensitive to receive the idea 
from the Higher Powers immediately began to mtroduce it mto their 
music Irregular rhythm also gives subtlety to melodic phrases, it 
permits of novel melodic mvention, and, therefore, it is an absolutely 
essential tool m the hands of all would-be Deva-exponents, not to 
speak of those who would destroy malignant thought-forms. 

In conclusion, we may repeat what has been stated elsewhere, that 
the very discordant quality of the hyper-modern music— althou^ it 
serves a defimte purpose — is due to the fact that its composers have 
only been enabled to “sense” a part of the Deva-music, and conse- 
quently do not as yet know how to resolve their discords in the true 
Devic manner. Some of them, owing to this ignorance, lapse mto 
banality, others into mere cacophony ; agam, some eschew melody 
altogether, others write an occasional melody which is quite out of 
the picture, by pason of their having missed the Devic character. Thus 
modem music is m a transition stage, and we still await the time when 
concord and discord shall be umted m perfect euphony. 


CHAPTER xxm 

MOUSSORGSKY : AND THE SUBLIMATION 
OF UGLINESS 

Modeste Petrovich Moussorgsky was bora in 1839 and died in 
1881. He was a man who held very distinct views, and pronounced 
the laudable dictum that “musicians should not base their art on the 
laws of the past, but on the needs of the future”.^ And although he 
was acquamted with those laws, he composed as he felt — ^“unhampered 
by the traditions which become send nature to the schooled musician”.^ 
His mode of hfe seems to have been likewise unhampered by the tradi- 
tions of conduct, for it was so unregulated that he died from the results 
of sheer dissipation, having first ahenated himself on that account from 
all his friends. Yet, as we shall see, his character and mode of life 
were intimately connected with his mission ; he was the Baudelaire 
of music, destined to poeticahse the ugly and the morbid ; he was 
equally the Zola of music, portraying the sordid aspects of life. 

Those who have had the patience to follow our enquiry thus far 
will need no detailed analysis of Moussorgsky’s art to realise the truth 
of what has just been stated ; they have but to listen to some of his 


^ See M. Montagu-Nathan, An Introduction to Russian Music, 

2 Ibid, 



strange songs, and to parts of Boris Godounof. But, even so, they may 
not realise the Ml significance from a spiritual evolutionary pomt of 
view of thus portraymg squalor and sorchdness in music, If, however, 
we imagine for a moment the consciousness of the perfected Man, we 
must realise that one of the factors in that consciousness is the power 
to see beauty in everything. As he who can only love his friends and 
kmdred has not acquired the true unconditional Love-consciousness 
expressed m the maxim, “Love thy neighbour as thyselp\ so he who can 
orJy perceive beauty m the obviously beautiful has not attained the 
true perception of Beauty. The soul that would evolve must evolve m 
all directions, and in order to reach the highest, must not shirk the 
lowest ; he must, in the proverbial phrase, “go through hell to find 
heaven” It was this spiritually educative aspect of Moussorgsky’s 
music which inspired that school of painters whose metier is the subli- 
mation of uglmess. In fact, there is nowadays hardly a modern 
painter of any repute who portrays the palpably beautiM. Since 
Gauguin and Van Gogh, to mention only two, appeared in the field, 
sombre colouring, the portraiture of ugly women, the representation 
of the so-called coarse, of the smoke-begrimed and the squalid side of 
life : all these have become the subject-matter of pictorial art. 

But Moussorgsky’s music had yet other effects. By brmging home 
to the hearts of the Russian people the squalor and nusery of their 
existence, and at the same time with his discords breakmg down con- 
ventional thinking, he ultimately helped to arouse that hatred of 
bondage which resulted in the Revolution. To the more evolved soul, 
mcludmg that of the artist and the writer, he showed the beauty m 
squalor , to the “man m the street” he showed the misery of it, and 
implanted within him the longing to be free. 

We are aware that a seeming paradox is here involved, but one 
need only turn to the Bible to perceive that all spiritual science is 
replete with paradox^ — it cannot be otherwise while human beings are 
at varymg stages of evolution. The same agent which gives life to 
one gives death to another does not the sun spell life to the flowers 
and death to noisome germs ? And so again we see the Law ojf 
Correspondences — as m Music, so m Life. 

Nevertheless to Moussorgsky alone we must not look for those 
causes which brought about the Revolution * other notable Russian 
composers added their quota. If we examine the characteristics of 
nearly all Russian music we find insistence of rhythm one of the most 
pronounced. Now ve^ marked rhythm, by reason of its power to 
“rouse up”, to energise, gives to man enthusiasm, spirit, courage, 
audacity. Alone to exhibit the sordidness of life, as Moussorgsky did, 
would not have eventuated m a revolution ; we may draw a man’s 
attention to the misery of his surroundings, but unless by one means 
or another we can fire him with enthusiasm and daring, nothing 
practical is achieved. The folk-dance music had already done much 
to imbue the Russians with boldness and patriotism, but it was the 


^ For instance, “He mho would save his life must lose 
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Ballet, with all its enthusiasm-creating rhythms and tone-colour, which 
finally put the torch to a long smouldering fire and endowed at any 
rate the leaders of the revolution with the essentials to set it in motion. 


CHAPTER XXEV 

POPULAR MUSIC AND ITS VARIOUS EFFECTS 
ENGLISH ‘‘BALLADS” 

The pieces of music which come xmder the above headmg are not to 
be confounded with such classical specimens as “Chevy Chase” or 
“Adam Bell” — indeed, strictly speaking, they are not ballads at all, 
they are simply songs, and of a most banal and sentimental nature. 
Nevertheless they had their uses durmg that Victonan Age m which 
they played so large a part. With their sloppy sentimentahty, they 
counteracted the hardness of the Victorian people, and even, strange 
though it may sound, the hardness of the Victorian furniture. At a 
period when everything was subservient to Duty, when awe and 
reverence had sunk into the blood and bones of the nation, they in- 
spired a modicum of a particular kmd of sympathy. It was that kind 
which, as a great concession, permitted a slight note of frivohty m 
otherwise austere surroundings ; that kind which allowed children 
to play a game on Sundays, provided it was in some way connected 
with religion. This shght concession, transferred to the plane of 
furmture, was answerable for the Japanese fans, the wax flowers and 
other knick-knacks. 

The ballads, however, have now been ousted from the public taste 
by creations of a much higher class, such as those of Roger Quilter, 
who possesses a genius for true song-writmg, and by those of other 
Enghsh composers. It may be added that all songs which are genuine 
songs and not a species of recitative superimposed upon an accompani- 
ment, tend to inspire sympathy, give poise and balance, and sustain 
the gentler side of hfe. In the case of Roger Quilter’s works, by their 
touch of the Devic element they arouse sympathy and love for the 
beauties of Nature. 


STREET MUSIC 

Barrel-organs, brass bands, etc., in spite of being public nuisances, 
are nevertheless a means of beneficially afiectmg a large number of 
people. Their place, however, is in the slums, and not in the more well- 
to-do quarters, though for obvious reasons they do not remain where 
their influence would be of greatest value. It is, of course, too much 
to expect of legislators that they should prohibit two or more barrel- 
organ-grinders from playing within earshot of one another — ^legislators 
being ignorant of the “hidden side of music” — ^but if a law could be 
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passed to that effect, the influence of street-music would be much greater 
than It is. Although discord, as already stated, is destructive to disease 
and evil passions, it requires to be the right kind of discord, and not 
that produced by a simultaneous performance of Santa Lucia and the 
latest comic song, with perhaps The Lost Chord a.s a cornet obbhgato. 
This, of course, merely jangles the nerves. But when a barrel-orgamst 
happens to stand in concordant isolation, the round of tunes that he 
plays mspires sympathy and a little poise and balance m undisciplined 
and unevolved egos : they also brmg that proverbial “ray of sunshme” 
into their unfortunate and sordid existences. In a word, they help to 
educate “the gutter”. 


JAZZ 

After the dissemination of Jazz, which was defimtely “put through” 
by the Dark Forces, a very marked dechne m sexual morals became 
noticeable. Whereas at one time women were content with decorous 
flirtations, a vast number of them are now constantly preoccupied with 
the search for erotic adventures, and have thus turned sexual passion 
into a species of hobby. Now, it is just this over-emphasis of the 
sex-nature, this wrong attitude towards it, for which Jazz-music has 
been responsible. The orgiastic element about its syncopated rhythm, 
entirely divorced from any more exalted musical content, produced a 
hyper-excitement of the nerves and loosened the powers of self-control 
It gave rise to a false exhilaration, a fictitious endurance, an insatiability 
resulting m a deletenous moral and physical reaction. Whereas the 
old-fashioned melodious dance-music inspired the gentler sentiments, 
Jazz, with Its array of harsh, ear-splittmg percussion-instruments 
inflamed, intoxicated and brutalised, thus for the time bemg causing 
a set-back m Man’s nature towards the instincts of his racial childhood. 
For Jazz-music at its height very closely resembled the music of primi- 
tive savages. A further result of it was to be seen in that love of 
sensationalism which has so greatly increased. As Jazz itself was 
markedly sensational, the pubhc has come to demand “thrills” in the 
form of “crook dramas” and plays, the only dramatic interest of which 
is connected with crime, mystery and brutahty. This also applies to 
sensational fiction : for the output and sale of this type is prodigious. 
The widespread and exaggerated interest taken in prizefights is another 
symptom of sensationahsm. 

The question may be asked : “Then why did the Higher Powers 
permit Jazz to ‘come through’ ?” And although to give an adequate 
answer would be to embark on a discussion as lengthy as the one 
involved by the momentous question • “Why does God allow evil ?”, 
yet a few hmts may be put forward. 

From music itself we can select a suitable analogy. If we take two 
notes out of a chord, say an F and a B, and play them simultaneously, 
they produce a discord, but if we add the remainder of the notes, the 
effect is a concord. Similarly, if we can only perceive the isolated parts 
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of a great spiritual scheme, those parts in themselves may appear evil, 
but in conjunction with the whole they are really good. It was neces- 
sary for the spiritual evolution of the race that both men and women 
should acquire a judicious measure of control, entirely for its own sake, 
and not m view of any other considerations. In the Victorian era, 
women, bemg enclosed, so to speak, m the cages of convention, were 
not free to choose whether they would exercise control or not — they 
were compelled to suppress their passions, or invite consequences they 
dared not face. In the present century, however, conditions are so 
much changed that young people can find opportumties for sex- 
gratification—if they so wish — ^with very little danger of detection. 
Thus they have the choice whether they will learn the lesson of control 
or not. Which brings us to answer the question why the Higher 
Powers permitted the diffusion of Jazz — ^it is because Jazz-music has 
tended to make that lesson rather more difficult, and consequently 
the learnmg of it all the more meritorious. 


CHAPTER XXV 

MUSICIANS AND THEIR SUBTLER BODIES 

That the psychological orgamsm of the artist, be he creator or inter- 
preter, differs from that of the average man, most people are super- 
ficially prepared to admit. Wherem that difference hes, we propose 
in the light of occultism to examine. In the first place the generality 
of artists function in the sympathetic system as opposed to the cerebro- 
spinal, that is to say m the emotions rather than in the mind This m 
itself constitutes one of their major difficulties, for musicians in par- 
ticular — ^again whether creative or interpretative — frequently find 
themselves at the mercy of those very emotions they are endeavouring 
to sway m others. Being, so to say, recognised exponents of the 
emotions, and constantly meeting others who view them in that light, 
their personalities become subjected to emotional vortices which few 
of them are capable of understandmg or controllmg, smce they lack 
the power consciously to resist the turbulent thou^t-forms directed 
at them. Such power of resistance, indeed, can only be acquired when 
a measure of control over their own lower vehicles has been attained, 
and this is m itself not easy, for the average successful musical executant 
is endowed wiht a positive astral body as opposed to the negative one 
of the average man , hence those disturbances which so often assail 
his passional nature. 

The exact science of Sound bemg as yet unknown in the West, 
composers and executants alike are not always able to discrimmate 
among the innumerable influences to which their subtler vehicles are 
open. The composer in particular finds himself upon an uncharted 
sea whilst awaiting inspiration. What he receives and transmits may 
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uplift and inspire, or it naay do the reverse. His responsibility is great, 
yet for the most part he is unaware of the fact. There has always been 
a certain stream of inspiration emanatmg from the White Lodge, but 
whether it is, or has been, successfuly contacted by any given composer 
or not, depends and has depended upon the state of his own inner 
development. 

The difficulties of musicians have been further complicated by the 
influence of Devas playing through them, as was clearly demonstrated 
both m the case of Wagner and of Scriabin. 

To adjust the mevitable discrepancy ansing from the overshadowing 
of humans by entities who, as has been said, for the most part are 
unfamihar with the limitations and exigencies of earth-hfe, the Masters 
have developed certain currents by which the relationship may be 
better co-ordinated. It remams to be seen how the artist of the future 
will react to the great opportunities thus afforded. Hitherto the con- 
tacts have been sporadic and hence largely unsatisfactory ; either the 
Devas have failed to influence the artist in a sufficiently rhythmic 
manner, or he has been unable to sustam the high vibration necessary 
for complete success. Now, however, certain Masters are specialismg 
m the work of directing the higher types of Devas, suggestmg to them 
what Imes to adopt and deprecating those which have hitherto proved 
unfortunate and even disastrous in their results. But until the artist 
himself has learnt to discrinunate in his higher bodies between the 
loftier type of Devas and the irresponsible element characteristic of 
the less evolved nature-spirits, it were wiser for him to postpone all 
conscious attempts to co-operate with these entities until a future in- 
carnation. Such co-operation, it should be added, will necessitate an 
mtense stimulation of the causal body, which only by degrees will 
make itself perceptible to the physical bram-consciousness. In this 
way only the higher Devas reporting to the Masters will be contacted, 
and all influences of a less desirable nature excluded. This will be the 
sole recognised line which will have the co-operation of the Lodge, as 
It was found that an earlier method which consisted in arousing the 
physical centres to a state of awareness to nature-spirits first, proved 
exceedingly dangerous if adopted by irresponsible or unscrupulous 
people. 

All those, both in and out of incarnation, who can safely contact 
the Devas are known to the Lodge by the particular note they sound 
out on the inner planes. These are tested and learn to work with them 
whilst out of their physical bodies, long before they realise what is 
bemg attempted on this plane. Only if the Master thinks fit do they 
brmg through into wakmg consciousness the knowledge of how to 
invoke the Devas, and then solely for the helping of their fellow men ; 
without such a safeguard, and should this knowledge become general, 
those bent on the acquisition of personal power would be able to 
compel the Devas to do their will, thus repeating the ternble errois of 
Atlantis. 

In order to further this new relationship between Devas and artists, 
the music of the near future will tend to become more harmonious 
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than of recent years, ^ and inspired with the idea of helping Man to 
obtain ^eater poise in and control of his lower vehicles. Only when 
such poise and control have been to a very considerable measure 
attained will the Great Ones deem it safe or possible to allow the 
Buddhic music, in the fulness of its supernal beauty, to be given to the 
world. Were it “put through” prematurely, there is grave risk of 
undesirable reactions upon unbalanced temperaments. 

To a certain extent the more mental music previously alluded to 
will resemble the Indian mantra,^ but with this difference, that whereas 
the ancient priest-musician strove to raise his consciousness to the 
mental plane in order to escape the menace of his emotional nature, 
the future exponent of sound, with mind fully controlled, will invoke 
the denizens of the higher planes to descend and inspire turn Every- 
thing that can be done to assist this development will have the blessing 
and guidance of the Lodge, for this process of the higher descending 
into the lower self constitutes one of the keys to the future evolution 
of the race for centuries to come 


1 See Chapter XXXVI. 

* This subject will be considered in Chapter XXVII. 
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fflSTORICAL 


CHAPTER XXVI 

THE BEGINNINGS OF MUSIC AND RELIGION 

“Whereas Melody is the cry of Man to God, Harmony is the answer 
''of God to Man.” - — 

It requires bul little imagination to leaiise that m primitive Man there 
must have been desires and yeammgs which he could not understand, 
still less put into words, however much he may have tried. Mere 
speech was a totally inadequate means of expression ; he needed 
something more forceful, yet less defimte ; he needed an outlet for 
those strange supphcatory emotions — and he ultimately found it m 
a rudimentary form of song. He discovered that when he sang, his 
petitions in some unaccountable way seemed to have been heard, and 
so his yeammgs were stilled ; he obtained an emotional relief, as a 
distraught woman obtains relief when she prays to the God of her 
own religion It may seem extravagant to say that through music the 
first conception of God was aroused in the human mmd, yet when 
primitive Man deemed his prayers were heard, he naturally came to 
conceive of a Being higher than himself— a Bemg who could watch 
over him with parental care. Hitherto his conceptions had been 
entirely phalhc , he had regarded “the portal through which a child 
enters the world as the actual Giver of life” ; but after he had dis- 
covered song, he conceived the idea of the Great Mother, the very first 
deity to whom he turned for consolation and protection from the evils 
of his precarious existence.^ 

The next stage in the evolution of rehgion is common knowledge , 
when once the idea of the Great Mother had been foimulated, Man 
fashioned her image m wood or stone, and carved figures of her m 
caves, for he felt the need of a concrete object towards which to direct 
his worship. Fmally, having fashioned his idols, he appointed someone 
to guard them and minister to their supposed needs ; and in this 
manner the ofike of priest originated. It was the pnests who by degrees 
improved the primitive type of song and transformed it into a species 
of chanted spell These spells were committed to memory and handed 
down from generation to generation. Only much later weie they 
notated. One of their effects was to increase religious fervour, with 
the result that men began to sway with their bodies, to dance and clap 
their hands. In the course of time the most elementary form of drum 
was invented to accentuate the rhythm ; this led to the invention of 
other instruments and so to the actual birth of music as an art. 


See W. J. Perry, The Origin of Magic and Religion. 



We see, then, that from the very beginning, music was associated 
with religion, and that the priests played an important part in its 
systematisation and development Indeed, according to the Akashic 
Records, the first priest who was selfless enough pure-heartedly to 
serve humamty was enabled to hear the music of the higher spheres ; 
and to him it was given to know that whereas “Melody is the cry of 
Man to God, Harmony is the answer of God to Man” But although, 
needless to say, he was unable to translate what he heard into earthly 
sounds — ^the means bemg lacking — it inspired him with the idea of 
introducmg a greater variety into the existmg musical phrases, so 
from that time onward music very gradually became more diversified 

The priests, having discovered the potency of the above-mentioned 
mantrams or spells, and reahsmg that if certam notes were reiterated 
defimte results could be obtained and defimte powers brought into 
action, used this particular form of magic — ^for magic it was — for noble 
and constructive ends durmg the eailier periods of Atlantean lustory. 
Under the influence of Imtiates, Sound was employed to build beautiful 
and wonder-mspirmg forms ; but in the later phases of that mighty 
civilisation it came to be employed entu*ely as a force for destruction. 
Discordant sounds were deliberately used to shatter and dismtegrate 
As every occultist knows, the practice of magic for evil ends was 
responsible for the downfall of the continent, and thus perished not 
only that dark phase of its music, but also that scientific toowledge of 
the application and potency of Sound which had wrought such havoc. 
Wherever some particular power or aspect of knowledge has become 
Vitiated by abuse, it has been permitted by the Higher Ones to fall for 
the time being into obscurity, to re-emerge again aeons later, perhaps, 
as a purified overtone of itself 

Among the first composers to be instrumental in introducing this 
overtone of the ancient Atlantean music was Debussy. In more occult 
terms he was unconsciously used by the Higher Ones to carry over 
Fourth Race sound-vibrations into the Fifth. To this end he was 
destined to visit Java, where he made a study of and absorbed the 
charactenstics of Javanese music, which is a renmant, though mellowed 
and modified, of the Atlantean, and which, I should add, exercises a 
powerful influence through the astral on the physical body, expecially 
on the solar plexus. An obvious example of this Fourth Race music 
mingling with that of the Fifth is shown m the Fetes in which ancient 
chants actually associated with the temples of the past subtly mingle 
with a wholly modern and irresponsible element. 

Debussy was succeeded by composers unconsciously expressmg 
the harsher and more destructive elements of the Atlantean music, 
albeit at a higher point of the evolutionary spiral, since, as I elaborated 
in Chapter XXTT, this destructive force is used to dismtegrate obsolete 
and baneful thought-forms of various kmds. 

We will now return to the consideration of music m another and 
earlier phase of its development. 
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CHAPTER XXVn 


EFFECTS OF MUSIC ON THE INDIAN PEOPLE 

‘Wisdom is subtilized, spiritualized knowledge.*' 

If we point out to an Indian that his music lacks variety, he will not 
understand us — ^has he not gay music and solemn music and sad music, 
therefore, what more can be needed ? Moreover, he will argue that 
he has four divisions to the tone, and we have only two. And, in 
answer, we will confront him with our enormous orchestras, our 
pianos, organs and huge choruses : can his few mellow-toned instru- 
ments compare with such an array ? 

The charactensucs of Indian music, then, are not those of volume 
but of subtlety, seemg that it has quarter-tones ; and there are cogent 
reasons both for its qualities and its limitations When the Manu, or 
Ruler, founded the Fifth Root Race m India, m order to counteract 
the Black Magic prevalent among the Fourth Root Race Atlanteans, 
from whom he was obhged to select his nucleus, he forbade the playmg 
of the existent music, the effects of which had proved so disastrous, 
and inaugurated a new scale and science of mantrams, so that the new 
sub-race might respond to hi^er vibrations and learn to reach the 
mental plane. These mantrams were handed down by Indian priests 
throu^ the centuries that followed, became enturely associated with 
religious traditions, and were only to be performed at set times of the 
day. Thus there would be the chant to be sung before the early 
meditation, the chant for noon, the chant for sunset, each calculated 
to have a specific effect upon singer and audience alike. And after all 
these ages, so powerful is the influence of religious tradition m India, 
that no one would thmk to perform, say, the early-mormng chant at 
noon, still less at sunset. 

The ancient Indian priests, then, instead of seekmg to develop 
music as an art, sou^t merely to enhance its mantramistic value. 
They were already contemplative by nature, and havmg realised that 
certam sequences of notes produced profound meditation, they expen- 
mented with them and subtilised them until they achieved the desired 
result ; that result was Samddhi, or superconscious trance. But al- 
though in that state of trance they heard the "‘music of vision” — ^if the 
term may be pardoned — ^they made no effort to translate it into earthly 
sound ; they were content that it should remam simply a means of 
attaining union with the Divine throu^ its power to assist meditation. 
When man has reached Bhss, what else is there for him to attain or 
derire? Like the Psalmist, these ancient Indian priests considered 
that “the fear of the Lord is the begmnmg of Wisdom, and the know- 
ledge of the Holy One is understanding”. The result was the evolvmg 
of those exalted systems of rehgious philosophy which have ever 
remained as a monument to the greatness of Indian thou^t. Because 
the quarter-tone itself was so subtle, it subtihsed the mmd, m addition 
to mducing contemplative trance, and the outcome was not merely the 
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acquisition of knowledge, but of Wisdom, for Wisdom is but subtilised, 
spiritualised knowledge. 

Nevertheless, it would be incorrect to say that Indian music re- 
mamed entirely mantramistic and trance-mducing ; there were yearn- 
ings and aspirations m the people themselves which must needs find 
a vent in melody , there were also purely human passions which 
evoked suffering and impelled the unphilosophicaDy-minded to pour 
themselves out m song. But even so, as no mstruments capable of 
expressmg fervour, eneigy or power had been mvented, the means at 
their disposal were limited , hence Indian music has remained largely 
of the homophomc restncted type. An art so circumscnbed, into 
which comes no novelty of idea, which, in short, does not progress, is 
apt to fade into insignificance. If music m the West had remained 
stationary, it, too, would have suffered a similar fate. 

That Indian music affected chiefly the mmd, we have endeavoured 
to show ; furthermore, because it lacked m general those more 
energismg elements of our varied Western music, we find that the 
people of India lack those elements also. Climate may, of course, be 
to some extent responsible for this, but a vitahsmg type of music 
could have largely modified its influence. Inasmuch as their music 
lacked variety, lacked energy, lacked power, so have the Indians them- 
selves as a race remained one-sided, inert and unequally balanced m 
character. Apart from the warnor caste there are few men of action ; 
the bulk of the people are dreamy, meditative, and given over in excess 
to the thmgs of the spirit. 

Yet the question will be asked * is one really justified m attributing 
the characteristics of a whole nation to music ? Is that not carrying 
the assumption too far ? Yes, but only if we fail to take mto account 
its zTzdirect as well as its direct influence. 

When we come away from a concert at which the last item on the 
programme has been somethmg grand and majestic, do we not feel 
inspired with the longmg to perform great and heroic actions ? Or, if 
that IS not consistent with our temperament, do we not at least feel 
withm us an added power and vitahty ? Have we not been stirred in a 
manner m which hardly any other medium of expression but music 
can stir us ? It is true the effect wear s off after a wh ile, but the ex- 
perience is repeated the next time we hear music of a similar kind. 
And suppose that we are constantly hearing music, day after day, 
week after week, year after year, will those constantly repeated emotions 
leave no imprint upon our character, our emotional nature ? Then 
there is the influence of heredity to consider. As the love of music 
Itself is to child or grandchild, is it not 

probable that the effects of that music upon character will also be 
transmitted ? And if that music, as m Ihdia, has been passed on 
throu^ scores of generations, will its effects not have become cone^ 
spondingly Intensified ? If we admit tins, we shall understand the 
charactenstic lethargy of the Indian people. We shall also realise that 
if they are one-sided, they are mainly suffermg firom the defects of 
their qualities, and that only the contemplative temperament of their 
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'forebears could have bequeathed to the woild such incomparable 
systems of philosophy. 


CHAPTER xxvra 

THE MUSIC AND CHARACTER OF THE 
ANCIENT EGYPTIANS 

“Every faith has its appropriate music, and the difference between 
‘the creeds might almost be expressed in musical notation ” 

Frazer • The Golden Bough, 

“Religion IS a cult of certain of the emotions.” 

Fielding Hall The Hearts of Men, 

We now come to deal with the effect of music on the Egyptians, and 
the part it played m their mighty civilisation For if we have treated 
Indian music first in order, it is not because it was the most ancient, 
but because it was the most subtle • our mtention bemg to proceed 
from subtle to gross ; from the quarter-tone to the third-tone, and 
finally to the half-tone. 

It was the third-tone which characterised the music of Egypt, and 
so rendered it one degree less subtle than that of India, with the result 
that instead of working upon the mind, it stopped short at the emotions, 
because the emotional organism is itself less subtle than the mentality. 
As, for example, the vibrations produced by the ultra-violet rays are 
too subtle to affect the organs of human vision, so are the vibrations 
produced by the quarter-tone too subtle to affect, at any rate durectly, 
the human emotional make-up. 

Now, as we have already said, when the mind is subtilised, spirit- 
ualised, it becomes the instrument of Wisdom. But this is not so when 
left to function in the normal way, for then it is solely the instrument 
of knowledge, though only when unhampered and undisturbed by 
the coarser emotions. Indeed, the latter, if excited and out of control, 
are hostile to knowledge, for they tarmsh, so to say, the reflector of 
the mmd ; on the other hand, when they are calm and controlled, they 
leave the reasomng faculties in full possession, and the result is common 
sense and lucidity of thought. . . , , 

And It was just this result which the Egyptians achieved with their 
third-tone : it tended to calm the emotional orgamsm and to purge it 
of its grosser vibrations. But what is more, it tended m certain curcum- 
stances to induce an emotional species of trance. 

An examination of ancient religion reveals the fact that schools for 
the study of Esotencism existed (and still exist) m every civihsation 
worthy of the name— schools in which the pupil was taught not only 
to believe in the finer elements of Nature, but actually to know them. 
In Egypt these esoteric schools were called “The Mysteries”, and m 
one of their most important ceremomes of mitiation, the candidate, 
with the aid of music and other ntes, was precipitated into a trance, 
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from which he emerged with a knowledge of the post-mortem states 
of existence. For the third-tone under certain conditions tended to 
loosen the emotional body from the physical and so mduce “astral 
trance”. Through this latter he learned from actual experience that 
he was immortal : he had not only Msited the higher planes, but also 
the lowest and most horrible ; he had descended into “hell”, risen 
again, and ascended into “heaven”, as the Chnstian creed phrases it 
— ^for the latter is but an adaptation of the Egyptian rubnc. We must, 
however, not confound the trance of the Egyptian with that of the 
Indian sage : the latter was concerned with expenencmg spintual 
Bhss, the former with acqmrmg occult knowledge ; the one was a 
mystic, the other more of a scientist. And not only was he concerned 
with the gaimng of knowledge, but with devismg the necessary means 
to gam It — a word, he was a magician. Just as the scientist expen- 
ments m order to establish the ri^t conditions for the discovery of 
some scientific fact, so also does the magician : the only difference 
IS that the scientist works with Nature’s grosser forces, the magician 
with her finer ones It is, mdeed, to the Egyptian civihsation that we 
of the West owe all ceremonial magic — the Chnstian Mass onginated 
in Egypt, and not m Jerusalem, even though it is said to have been 
introduced mto the Church to commemorate the Last Supper. 

Before we pass from the subject of Esotencism and Magic, two 
significant facts should be mentioned. Firstly, the Egyptians regarded 
music Itself as havmg a divine origm ; secondly, they held that har- 
mony and the various mstruments had been discovered and mvented 
by the gods. Thus, according to them, Hermes discovered the prmciple 
of concerted voices and sounds, and was the mventor of the lyre and 
the earliest form of guitar, while to Osins was attnbuted the invention 
of the flute. Nor are these suppositions at variance with the esoteric 
side of the Egyptian religion : for at one time the so-called gods were 
men — great Adepts, great Kmg-Imtiates who walked the earth and 
ruled the people. And just b^use they were so great they were 
deified, as the Founder of Christiamty has been deified and His disciples 
canonised. And yet just as — esoterically considered—the masses of 
today may be said to be ignorant of the truth respecting their Teacher, 
so were die masses in Egypt ignorant of the truth respecting their 
gods. “Even the priests were not admitted mdiscmnmately to the 
honour of imtiation . . . the Egyptians neither entrusted the know- 
ledge of the ‘Mysteries’ to every one, nor degraded the secrets of divme 
matters by disclosing them to the profane — ^they reserved them for the 
heir-apparent to the throne, and for such priests as excelled m virtue 
and wisdom”.^ 

It will be seen then that the conception of the gods of Egypt was 
not merely the outcome of base and ignorant superstitions, but the 
logical result of knowledge gamed through initiation. That in the 


^See Wilkinson, The Ancient Egyptians^ Chapter V, p. 321. Jesus 
adopted a similar policy, entrusting disciples with teachings He did 
not give to the populace. 
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course of time that knowledge became corrupted and diffused itself, 
so to say, mto superstition, is true, but it did not thus origmate. Ihe 
Egyptian religion m its pure and pristme state was as exalted and 
philosophical as the Vedic religion , its fundamental doctrine being 
the Unity of God, and that from God emanated Man, and to Him he 
would ultimately return.^ Thus the Egyptian believed m the immor- 
tality of the soul^ and consequently he also beheved that those “Great 
Ones” whom he or his ancestors had loved and revered, still lived on, 
even though they had passed into higher spheres. It was no more 
illogical for him to offer them his tributes or pray to them than foi the 
Roman Catholic to pi ay to his patron samt . for as the modern 
spiritualist beheves that the spirits of the departed can m certam cu- 
cumstances guard and console him, so did the ancient Egyptian. But 
this did not preclude him from acceptmg the basic doctrine of one God; 
any more than the fact of a multitude of mdividuals precludes the 
Vedic idea of the One Consciousness, the One Self Nor did it prevent 
him from dividmg God mto His attnbutes — ^when He would be called 
the Creator, the Divme Goodness, Wisdom, Power, and so forth. It 
is true that in order to convey an impression of these abstract ideas to 
the eye it was deemed necessary to distinguish them by some fixed 
representation, hence gods and goddesses multiplied to anextraordmary 
extent. Yet these figures were never intended to be looked upon as 
real personages — they were symbols and notlnng more. 

We need not dwell any longer on the religion of Egypt , we have 
attempted to show that it was the outcome of logical, philosophical 
mvestigation and thought — of a penetration mto Nature’s subtler 
forces, m bnef, of Occultism m its higher forms. Unfortunately, 
however, certam superstitions arose to tarnish its purity ; selfishness 
crept mto its occultism, and the merely relative occult truths were 
substituted for absolute ones. 

It was known that the gross physical body exercised a very myster- 
ious but strong attraction over the departed ego, and that as long as 
the former remained intact, the link between the two was not severed. 
Because the Indians recogmsed this, they burned their dead, so that 
the “spirit” mij^t be liberated at once. But selfishness impelled the 
Egyptians to do exactly the reverse ; they sought to preserve the body 
m order that the spirit mi^t remam in touch with the earth, and 
consequently with themselves. How the idea of mummification first 
arose — ^whether to preserve that which had been held m so much 
honour or for other reasons, we will not here discuss — but, as finally 
practised, it was a perversion of occult knowledge to personal ends. 
Indeed, knowledge when divorced from Wisdom and the sense of 
Unity almost invariably results in selfishness — and through selfishness 
came the downfall of the Egyptian civihsation. 

It remains to be seen why this was the case, and m what way music 
was connected with that downfall. 

^ As Wordsworth has phrased it : 

* ‘Trailing clouds of Glory do we come 
From God who is our home.’^ 
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Although music plays a great part m our European life, it played 
an even greater one m that of Egypt ; there seemed to be hardly an 
activity of the daily round with which it was not associated. 'V\^atever 
their occupations might be, the Egyptians always worked to the strams 
of a song , they sang when they sowed, they sang when they harvested, 
the women sang as they wove, and the hosts of men sang as they 
transported a colossus from the great stone quarries. And their 
smgmg was not of the sporadic type which characterises that of the 
European labourer— it was orgamsed and especially suited to the 
particular occupation in which they were engaged. There was even 
somebody to beat time by clappmg his hands : for the Egyptians 
realised that concerted smgmg facihtated labour, just as martial music 
encouraged the soldier when he set forth to war. . . . That music 
played an important role in all ntual, at all festivities, banquets, recep- 
tions, funerals, and rehgious festivities, we need hardly mention ; what 
is noteworthy is that it was of a far more varied character than the 
music of India with which we have already dealt. If we consider that 
there were lyres, gmtars, harps of vanous sizes, flutes, pipes and double 
pipes, trumpets, cymbals and drums, we realise that a fair volume as 
well as vanety of sound must have been produced. And this being 
so, there were types of music to cahn the emotions and conversely to 
stir them. Thus the temperament of the Egyptian was, unhke that of 
the Indian, a balanced one. Owmg to the generally soothing effect of 
the thurd-tone on his emotional nature, he was neither constantly “in 
a whirl”, nor yet lethargic and devoid of uutiative ; he struck, or rather 
endeavoured to strike, the fair medium, just as his music, taken as a 
whole, struck that fair medium. It even contamed to a certain small 
extent the divme quality — harmony , and we read — significantly — 
that the lyre was deemed especially suited to rehgious ceremomes, 
because on the lyre could be played — chords. 

All the same — for we now come to a cntical question — if Egyptian 
music exercised such a beneficial, such a well-rounded effect on char- 
acter, how came it that selfishness and superstition brought about the 
downfall of the Egyptian civihsation ? Was its music, notwithstanding 
its good quahties, directly or mdirectly responsible ? And the answer 
is a noteworthy one : it was not owmg to what Egyptian music pos- 
sessed, but to what It lacked, that Egypt fell. As India had ultimately 
fallen because it had spmtual Wisdom but not concrete knowledge, so 
conversely Egypt fell because it had concrete knowledge but not 
spmtual wisdom. For knowledge gives power, and power ^ 1 too often 
engenders love of power ; then comes the final step, love of personal 
power — a word, selfishness with its inevitable consequence, dis- 
mtegration of the commumty. When eadh individual is tiymg to gmn 
the ascendency over his nei^bour, instead of to co-operate with him, 
how, mdeed, can it be otherwise ? There is nothing m the universe 
which can remam for long mtact when forces of whatsoever nature are 
all pullmg m different directions. In a word, since Egyptian music 
was entirely lackmg m the wisdom-mspmng aspect, and as its harmonk: 
or divine aspect was too limited to be strongly operative, Egypt went 
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to its doom, as did Greece and Rome after it. As m 1914, the nations 
of Europe, because they likewise lacked wisdom, prostituted their 
scientific knowledge and used it for diabolical purposes, so did the 
Egyptian prostitute his occult knowledge. Moreover, coincident with 
his ethical dechne, his music began to deteriorate, and the small amount 
of harmony disappeared. Instead of bemg developed, it was gradually 
forgotten ; musical taste became lower and lower, and althou^ the 
third-tone remained, it was used for trivial purposes, just as our own 
half-tone may be, and often is so used. Thus what might have grown 
to be the finest music m the world dwmdled into utter msigmficance. 

We have stated the prime cause : let us now examme the secondary 
causes. 

The evil began with the pnesthood. As already said, many of the 
pnests had at one time been imtiated mto the Mysteries, but m the 
course of years fewer and fewer were found to be worthy of that 
honour— they were deficient in the essential quahties. Instead of 
mamfestmg selflessness, instead of working disinterestedly for humanity, 
they showed signs of egoism and a hkmg for power. And, of course, 
as this mcreased — ^it eventually became an mtense love of power— the 
love of beauty, truth and the higher emotions decreased m proportion, 
together with their love of music, that medium through which those 
higher emotions were expressed. They grew mdifferent and careless 
of how the sacred music was rendered, and eventually of what standard 
of music was employed. Thus, as the exalted influence of the sacred 
music was withdrawn, the character, not only of the pnests but of the 
people, gradually degenerated. With the little knowledge which had 
filtered through from the lesser Mysteries, much of the true significance 
of which had been forgotten, the pnests worked on the mmds of the 
populace “and paralysed their reasoning powers ; the result bemg 
that the Egyptians gave way to the grossest superstitions which at 
length excited universal ndicule and contempt”.^ But, unfortunately, 
what the historian was content to term “superstition” was m reality 
of a far more harmful nature it was the subjugation of occult forces 
for evil ends ; and when a nation resorts to t^s its doom is inevitable. 


CHAFTER XXDC 

THE GREEKS AND THEIR MUSIC 

With Greece we come to the half-tone and to European music. As 
the quarter-tone of India worked especially on the mental, and the 
third-tone of Egypt especially on the emotional, the half-tone of Greece 
worked especially on the matenal or physical. Thus we have passed 
from subtle to less subtle, and finally to gross : below this music can 
no longer be termed music, but merely sound or noise. 


^ See Wilkinson, The Ancient Egyptians, 
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It must not be assumed that there was no music of any kind in 
Europe pnor to Greece ; music existed to a certain extent in other 
countries, where it had originated m supphcation to the Deity, and had 
been employed by the pnesthood ; but Greece was the first European 
country to bring it to a state of comparative perfection : it became an 
art, and m one sense even a science. Cicero states that the Greeks 
“considered the arts of singmg and playmg upon musical instruments 
a very principal part of learmng. . . . Hence Greece became cele- 
brated for skilful musicians ; and, as all persons there studied music, 
those who attained to no proficiency m it were thought uneducated and 
unaccomphshed” Nor was the latter reflection a surprismg one, seeing 
the great philosophers and poets had extolled music, and that it was 
supposed to be of divme ongin and presided over by Apollo, the ever 
young and beautiful god. 

Although many phases of Egyptian music were earned over mto 
Greece, Grecian music cannot be said to have actually originated in 
Egypt. More correct were it to say that m the course of tune the 
Greeks adopted a large number of Egyptian mstruments and elaborated 
or adjusted them to their modal needs. The flute, for instance, origin- 
ally Egyptian, had at first only four holes, but later “Diodorus of 
Thebes m Boeotia added others, and made a lateral openmg for the 
mouth. It was origmally of reed, afterwards of bone or ivory.” Of 
other reed mstruments there were the single and double pipe, both 
bemg quite common in Greece and Egypt, also the syrinx. As for 
strmged mstruments there w^as a variety of lyres, harps and cithars (a 
species of guitar). Of percussion there was also a fair vanety , and 
It is to Greece that we owe our tambourine with its metal attachments, 
though the simpler type hailed from Egypt. We need hardly pomt 
out ^at with so much mstrumental material, harmony — ^though of a 
limited kind — ^formed a part of Greek music ; and to this, combined 
wifli the effects of the half-tone, we attnbute that admixture of religion 
and superstition so peculiar to the Greek people. 

Havmg desenbed the instruments of Greece, a few words should be 
added relative to the Greek scales or modes, as they are termed. Of 
these, the ancient Greeks possessed ongmally but three, the Dorian, 
the Phrygian and the Lydian, but subsequently they were mcreased to 
seven. If— to explam these modes — our modem scale of C, which is 
the Lydian mode, be played from E to E, the disposition of tones and 
semi-tones is that of the Dorian ; if fi*om D to D, that of the Phrygian.^ 
And it IS significant that various emotional and ethical effects were 
attributed by the emment Greek thinkers to melodies founded on these 
various modes. The Donan was said to inspne courage, self-esteem 
and respect for the law ; the Lydian to induce voluptuous feelmgs ; 
and the Phrygian repose, digmty and self-control. But unfortunately 
those thinkers— who included Plato and Anstotle— were not all of the 
same opinion regardmg these scales and their effects, the reason bemg 

^ The others are the Hypolydian, F to F ; the Hypophrygian, G to 
G ; the Hypodonan, A to A , the Misolydian, B to B. 
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that they overlooked several important factors : the instruments 
employed, the tempi, and so forth For instance, takmg our full list of 
orchestral mstruments and dividing them mto four categories, it is, 
broadly speakmg, correct to say that (1) drums and brass affect the 
physical, (2) reeds the emotional, (3) strmgs the mental-emotional, 
(4) harp and organ the spiritual-emotional. Nevertheless, if a certain 
type of music be played, say, on the brass, and, as natoally follows, 
played m a certam way, or m conjunction with other mstruments 
takmg a subordinate part, the effect may be quite the opposite of a 
physical one. The same applies to both the reeds and strmgs, and 
even to the percussion. Who has not experienced the purely emo- 
tional influence of muffled drums, or that of a cymbal struck pianissimo 
with a drum-stick, thou^ when either of these mstruments is used m a 
more vigorous manner it operates entirely on the physical ? 

And so when the great men of Hellas ascribed chfrerent influences 
to the vanous modes, their assertions were not of necessity incorrect, 
though on the surface they appeared contradictory. Indeed, m con- 
nection with many of our own assertions relative to the half-tone and 
its influence on the physical, we may, like those ancient philosophers, 
appear to contradict ourselves. It should, therefore, be clearly under- 
stood that when we maintain that the semi-tone works directly on the 
physical, we do not for a moment imply that it has no indirect effect on 
the emotions or the mind. To say that some passage played from 
Parsifal, for example, operates exclusively upon the physical body, 
were of course, absurd. The essential truth for the reader to grasp is 
that as a general tendency the half-tone affects the physical plane, or, 
perhaps better expressed, man’s attitude to the physical plane. As the 
conquest of Spirit was the most pronounced feature of the great day of 
ancient Indian civihsation, the conquest of Matter has been the most 
pronounced feature of European civilisation. And this, we contend, is 
due to the general and increasing effects of the half-tone. When, 
however, a variety of other factors came by slow degrees to be con- 
nected with tins our Western division of the scale, Man came to occupy 
himself once more with “the things of the spirit”, but fiom a different 
standpoint and motive from those of his Aryan forefathers. But we 
shall have some way to travel before we reach the musical effects which 
are associated with this momentous impulse to “return to God”, as the 
mystics have phrased it. For the present, we are concerned with the 
effects of the half-tone at the time of its mception. 

One need only look at the plastic arts of Greece to realise what an 
important part the physical played in Grecian civilisation. It is obvious 
that the one aim of the painter or the sculptor was to depict physical 
perfection ; it is also obvious that all Greek art was uncoloured by the 
emotions : it was entirely “thought out”, a product of unemotionalised 
mind. If, for instance, we compare Egyptian pamtmgs with those of 
Greece, we find, as we do with many modem ones, that they are untrue 
to nature : or, phrased otherwise, they depict nature as seen through 
the emotions. But of Greek sculpture and painting the very reverse 
must be said — they were not only true to nature, but, if the paradox be 

102 



allowed, they were even truer than nature. It was for this reason that 
Aristotle was impelled to remark : “Even if it is impossible that men 
should be such as Zeuxis painted them, yet it is better he should paint 
them so ; for the example ought to excel that for which it is an 
example ” This very word, m fact, gives us the clue to the whole 
theory of Greek art, namely, the blendmg of the beautiful and the 
good — the aesthetic and the ethical. 

And how highly significant this educative conception of ait — for 
educative it was — m view of what we have written regardmg Greek 
music ^ Ethics deal with the regulation of conduct, and conduct is 
associated with action — ^that is to say, the physical. Wien the mind is 
not disturbed by undesirable emotions, man acts nghtly , for, as we 
need hardly point out, nght thought is the director of right action. 
Thus the science of ethics as understood in Greece was neither the 
product of subtihsed thought nor of emotional religious thought, but 
of pure reasonmg m connection with the sphere of action — in a word, 
the physical. Moreover, as we progress with the study of Greek life, 
we shall see how nearly every phase of it either started from or was 
brought down to the physical. 

To pass on from art to the exoteric side of rehgion with which it was 
so closely interwoven — ^the religion as understood not by Imtiates like 
Plato and Pythagoras, but by the people. Expressed concisely, this 
religion was the reduction of the forces of Nature to concrete person- 
alities ; it was even more : it was the reduction of human passions to 
concrete personahties. In order to explam natural phenomena, the 
ancient Greek posited beings or spirits resemblmg himself, but mistier 
than himself ; to explam emotional phenomena he did likewise 
When he saw the storm approachmg across the darkened sea, he saw 
with his mmd’s eye spirits who caused the anger of wmd and waves , 
and when he felt a storm withm himself and the angry billow^s of 
passion beating against his heart, he saw their cause as external to 
himself— he had permitted the spints of evil to obsess him In this 
way origmated the idea of a host of gods and goddesses, of sprites and 
nymphs, of nereids and dryads. But be it noted, those be ngs had a 
form, however ethereal, similar to that of man himself, and as a proof 
of this we possess the legacy of Grecian art. The statues of the gods 
were simply representations of the highest physical perfection, they 
were not symbohc as were the images of India. Where m Greece 
can be found such an embodied idea as Shiva, the Destroyer ? 
Although the Greek gods were by no means morally perfect, not one 
sculptor thought to portray them other than beautiful — a Greek Shiva 
would have been regarded m the light of blasphemy. 

And now what may be said of the relation of man to the gods ? As 
Mr. Lowes Dickenson pomts out, it was a purely mechanical one^ ; 
neither mystical nor spiritual. It was a relation pertaming to the 
physical plane, and bearing the nature of a contract or bargam Con- 
science, as the Christian understands that word, did not exist for the 


^ See The Greek View of Life, 
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ancient Greek , if he had offended the gods, all he was sensible of was 
fear — ^he deemed they would punish him for his oJBfence. The form 
that punishment would take might be sickness or misfortune — any 
case It would be connected with this physical hfe. Merely to be for- 
given by the gods for the asking was not to be thought of ; he must 
offer them gifts, sacrifice to them, flatter them ; there was no other 
way ; were they not beings, with vamties and passions like himself ? 

Yet despite this matenal conception, the Greeks beheved in a 
future life, but they were even less anxious to experience it than is the 
average Christian. They were far too happy with the joys of the 
physical world to wish for those of the super-physical ; indeed, many 
of their great poets and dramatists pamted the whole after-death state 
m colours of the utmost pessimism Instead of welcommg death, they 
regarded it and its foreruimer old age with something approachmg 
horror ; to grow old and be no longer physically attractive was for 
them the saddest of prospects How widely diJQferent from the attitude 
of the Hindu, so engrossed m thoughts of “heaven” as almost entirely 
to neglect the things of earth ! 

As the Hindu was all for dreamy contemplation, the Greek was all 
for action, athletic excitement, games, contests, heroic deeds ; in fine — 
the glorification of the physical. Even into fnendships between 
members of the same sex the physical entered, not because the Greeks 
were an utterly depraved and hcentious people — ^far from it — ^but 
rather because it was the inevitable outcome of their entire conception 
of life. They saw m the physical body the most beautiful of the gods’ 
creations, and worshipped it accordingly. And the law was with 
them m this , passionate friendships between men, mstead of being 
prohibited, were actually an institution With the Greeks passion 
was not so much a matter of sex as of love, and hence it was a purer 
type of passion than that of other nations, although on the surface it 
may have seemed less so. Thus legislators, mstead of regarding homo- 
sexuality as hostile to law and order, encouraged it , to them it was not 
something impure, but even advantageous to the State. As such 
passionate friendships were usually between an older and a younger 
man, the former exercised a beneficial influence upon the latter’s 
mind ‘ he educated and developed him.^ To many of us nowadays, of 
course, sexual irregiflarities, even when coupled with ideahsm, seem 
repugnant, but that is merely because our point of view is so radically 
different from that of the ancient Greeks. Puntanism has left its 
sombre hues upon our morals — ^puritamsm, that strange attitude of 
mmd which regards nearly everything beautiful as anti-spintual, and 
nearly everything ugly as spintual 1 But to the Greek nature it was 
utterly foreign, as was hypocrisy, that other attnbute with which it is so 
closely allied. So little did the Greeks understand of either of these, 
that Demosthenes in open court declared that every married man 
“requires at least two mistresses”. ^ Such liaisons, m fact, were not 


^ See Lowes Dickenson, The Greek View of Life, 
2 Ibid 
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only approved by custom, but were actually-consisteut with religion— 
were there not temples in honour of Aphrodite Pandemos, the goddess 
of illicit love ? 

It will be seen then that the physical element played a prodigious 
part m every phase of Greek life , and we will now briefly turn our 
attention, first to the esoteric side of Hellemstic thought ; and, second, 
to the various schools of philosophy which flounshed around the fifth 
and fourth centimes before Christ. 

As every student knows, the Mysteries existed in Greece as they 
existed m Egypt, where they origmated ; there were also strange cults 
such as the cult of Dionysus, the god of inspiration and wine. Yet 
although the Mysteries have come to possess a historical fame, they 
did not form an mtegral part of popular rehgious thou^t. We must 
not make the mistake of confoundmg the ideas set forth by some of the 
famous Greek writers — ^who were initiated mto the Mysteries — ^with 
the ideas of the ordinary people. Great thinkers, be they reformers, 
poets or philosophers, are not a product of national thought, but vice 
versa ; national thou^t is, or may be, the product of great thinkers ; 
these set the ideal, and in the course of time the people live up to that 
ideal or not, according to circumstances. 

And so, in reviewing the effects of Greek music on the thought, 
character and life of the Greeks, we do not include Plato, Pythagoras 
and several other eminent writers. It is, in fact, well known that far 
from endorsing Greek polytheistic ideas, Plato was fundamentally a 
monotheist ; and as to the famous dramatists, some of them per- 
mitted themselves much sarcastic gaiety m connection with the current 
religious beliefs. Thus the mysticism to be found m the works of Greek 
philosophers was not representative of Grecian thought, and the 
mysticism to be found associated with the cult of Dionysus, for mstance, 
was but another example of the physical as basis, for its rites show that 
although their aim was to induce a “mystical” state of consaousness, 
the means employed were of a physical nature. In sinking contrast 
to the Indian Yogi, who, usmg the mind only, sits with closed eyes 
motionless m a cave, every means was employed to stimulate the 
senses. Music m which percussion mstruments predommated and 
worked directly on the nerves, “dances convulsmg every limb and 
dazzhng the eyes and bram, mebnatmg drinks, these formed a part of 
those strange revels described by Eunpides in the ‘Bacchas’.”^ They 
were, m fact, merely a more artistic form of Dervish dance or Salvation 
Army meeting, both of which achieve certam emotional effects through 
an over-excitation of the physical nerves. 

And now to mention the schools of philosophy for which Greece 
has come to be so renowned. The Platonic and Pjdhagorean were the 
outcome of Imtiation, and, as the music used m the Mysteries was of a 
specific order not given forth to the people, the popular music of Greece 
cannot be said to have influenced those esoteric schools. With regard 
to the others, they were, like Greek art, the product of unemotionalised 


^ See Lowes Dickenson. 
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mind ; they were simply formed, to use the colloquial phrase, by 
“thmldng things out”. Critical persons came to find that the gods and 
their behaviour did not bear the test of scrutmy, so there arose a spirit 
similar to that which m the middle of last century was termed agnosti* 
cism. True it is that materialistic philosophers who denied the gods 
had existed in Greece all along, m other words, a certam conflict 
between religion and science did not come suddenly into being ; but 
It was only by the fifth century b c. that it assumed such formidable 
proportions and became so pronounced that the general belief m the 
gods was seiiously undermmed. Nor was this all , eventually philo- 
sophers arose who even undermined the foundations of pohtics and 
ethics — m fine, scepticism was nfe , and had not Plato appeared to 
adjust the balance by revealmg a judicious portion of esoteric teachmg, 
materialism would have spread far and wide. 

It will no doubt read strangely if we say that the self-same agent 
which produced religion produced its antithesis — atheism ; yet owmg 
to the peculiar nature of the Greek rehgion, such was the case. As we 
have already stated, and others before us, the religion of Greece with 
all Its supematuralism was but a glorified materialistic belief. The 
gods, to summarise, were but grandiose human beings with all the 
passions of the latter, and the relationship between man and these 
gods was little better than that between man and man. Herein lies the 
explanation why the music which tended to produce the Greek religion 
tended also to produce scepticism and materialism. For it must 
especially be noted m connection with music and this book that the 
same cause does not invariably produce the same effects , if this were 
the case, it would only be necessary to play a hymn-tune m order to 
make people religious ; what it produce is a fundamental 
of effect, or, more simply put, effects which are akm but not absolutely 
alike Now, there is no fundamental diffeience between the believer 
and the sceptic , the former is mcredulous about one set of theories or 
facts, the latter is mcredulous about another set — that is all. The 
believer cannot beheve that the whole universe is fashioned by Chance, 
and the sceptic cannot beheve that it is fashioned by God or the gods. 
To the believer the sceptic’s attitude seems unreasonable and absurd, 
and to the sceptic the believer’s attitude seems equally unreasonable 
and absurd. The Greek atheist might have argued with his opponent . 
‘T beheve m the all-sufiiaency of matter itself— -I require to posit no 
unseen but matenahstic gods. . . Yet the whole contention 
turned on the question of matter, when all is said , each party was 
matenahstic m its own manner. 

We have shown how the mi^ty civilisation of Egypt declmed ; 
and it now remains to show the underlymg cause why Greece followed 
so disastrously in its wake. 

The Egyptians fell through love of power, the Greeks through 
love of beauty “run not”. As time progressed, they became more and 
more voluptuous and preoccupied with the pleasures of the senses, thus 
withdrawing their energy from the mind and its activities ; m conse- 
quence, they lost their powers of perception and of reasomng As with 

106 



the Egyptians— for these comparisons are instructive— their dovmfall 
came about through a perversion of their chief characteristic. The 
third-tone of Egyptian music had been a strong factor m producmg 
occult science, and tiirough a pei version of that science its civilisation 
declmed ; similarly, the half-tone of Greek music had been a strong 
factor in producmg the cult of physical beauty, with the same dis- 
astrous result. Nor does the similarity end here * both with Egyptian 
and Greek music, not only was the wisdom-engendermg quarter-tone 
lackmg, but the harmomc or rehgio-devotional aspect was msufiicient 
to adjust the balance. Had it been more pionounced, it would have 
diverted much of the Greek love of physical beauty mto higher channels , 
into love of spiritual beauty , but for this it was too meagre, too crude 
Moreover, the httle there was died out, and so harmony vamshed from 
Greek as it had done from Egyptian music. 

Other changes also took place ; the more sensuous strams of the 
viol were finally substituted for those of stronger-toned mstmments, 
and musical taste altogether became weak and effeminate , merely a 
means of titillatmg the senses. In place of true artists, a great Increase 
m the number of mere virtuosi had occurred, and the predommant 
influence of these in music must nearly always be looked upon as the 
first step m its downward course. For instance, m the year 456 b c , 
Phryms, the Citharoede, aroused great enthusiasm by his wonderful 
execution of scale passages. . . , Moieover, the same striving after 
effect, observable among the performers on the flute and lyre, had also 
begun to show itself among the singers. Instead of tasteful melodies, 
tunes were embelhshed with eveiy species of superfluous ornament , so 
much so that Aristophanes was constramed to pomt out that m the time 
of his forefathers measured rhythm and simple melody were the funda- 
mental rules of music True, many modern writers have expressed the 
same sentiments relative to the music of their forefathers ; neverthe- 
less, It is obvious from other evidence collected, that Zopf had 
become a feature of Greek music — ^that word used to express the 
degenerate phase of art when mere embeUishment predommates m 
contradistmction to substance, “Thus artifice was substituted for art, 
and sensuous effect for heartfelt emotion.”^ 

With so radical a change m their music, the character of the Greeks 
themselves weakened ; their morale declmed ; their military enter- 
prises were unsuccessful , they allowed other nations to meddle m 
their affairs , finally, they lost their patriotism and love of indepen- 
dence, and, with the loss of these, prosperity was at an end. 

It is mstructive to note that music gradually began to fall from its 
elevated status at the very period at which the other Greek arts had 
attained their greatest excellence, namely, dunng the era of Pencles, 
444-429 B.c. If the reverse had been the case, there would be some 
grounds for the proverbial notion that a paiticular type of music is the 
result of character, morals, etc., instead of vice verm ; or that when the 
other arts flourish, so does music along with them. But the Greek 


^ See Naumann, History of Music, 
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writers knew otherwise ; for even apart from that esoteric knowledge 
which Plato, for one, undoubtedly possessed, history enforced the 
lesson that the rise and decay of the tonal art was most mtimately 
connected with the rise and decay of civilisation itself. 


CHAPTER XXX 

THE ROMANS AND THEIR MUSIC 

Whereas Greece fell through a perverted love of beauty, Rome fell 
through a perverted love of manliness 

It has been said, and rightly so, that the Romans were the most prac- 
tical people m history — they were a people of action, but not of imag- 
ination. Like the matter-of-fact downright type of Englishman, they 
admired manhness, self-restraint, seriousness of demeanour, industry 
and the natural outcome of these. Law and Order. Of the subtler 
quahties they had little or no imderstandmg ; their art was realistic, 
their architecture massive, and their attitude towards religion mostly 
matenal. They were a people of high military talent who by their 
“simphcity, veracity and by their sober unimagmativeness” “had con- 
quered an empire and governed it in a way which constitutes the most 
important epoch m the history of the world”.^ 

Yet the time was to come when Rome was to be celebrated not for 
its greatness, but for its imprecedented depravity. Let us seek to dis- 
cover if music played any part in its rise and declme, and if so, to what 
extent. 

“If we enqmre,” writes Sir John Hawkins,® “into the state of music 
^among the Romans, we shall find that as a science, they held it m small 
estimation ... it only serves to show the low state of Roman music 
when the best instruments they could find to celebrate the praises of 
their deities were a few sorry pipes, little better than those we now offer 
as playthmgs for children.” 

It IS thus obvious that there was little music m Rome , there was, 
however, one type which for purely utihtanan reasons the Romans did 
encourage, and that was martial music ; for it added its quota to the 
making of fine soldiers. And it was not limited to “a few sorry 
pipes”. . . . There is evidence to show that “the Romans possessed 
an unusually large number of martial and especially of wmd instru- 
ments,”® the chief of this kind bemg the Tuba and Buccma. The 
former was somewhat like a trumpet, though much larger and longer 
than the modem orchestral trumpet ; the latter was somewhat like a 
horn, though again much larger than our modem horn. 


^ R. F. Horton, A History of the Romans. 

® See Hauniann, History of Music. Chapter XXVL 
* Ibid. 
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To give a detailed account of the effects of this martial music ; it 
energised the body and tended to produce health, courage and sex- 
vinhty— those qualities which make up the one composite quahty that 
the Romans called virtus, or manlmess, as the word finally came to 
signify. It was, m fact, an entirely restricted type of music, with 
correspondmgly restncted effects it worked upon the physical, yet, 
owing to its lack of the more mellow phases, it engendered no love of 
physical beauty as the Greeks understood it, for it did not touch those 
emotions which inspire imagmation. Whereas the Greeks admired a 
powerful healthy body because they considered it beautiful, the 
Romans admired it because they considered it useful ; the one pomt of 
view was aesthetic, the other practical ; the basis of both standpoints 
was the physical, but the angles from which it was regarded were widely 
divergent. 

Now, the effects of martial music pure and simple, unless counter- 
acted by more refinmg influences, are liable, m the course of time, to 
become detnmental to character ; manlmess may degenerate into love 
of power, courage into brutality, and sex-vinhty mto sensuahsm. And 
this IS precisely what occurred with the Romans. The Revolution of 
133 B.c. was due to the first-mentioned of these bad quahties ; it was 
entirely the result “of an antagomsm between the few who possessed 
the rems of power and the many who conceived they had a right to 
that possession” . As to the second of the evils enumerated we find it m 
Its most virulent form in those terrible Gladiatonal Games which came 
to be a feature of the later days of Roman society, and which were 
excused on the plea “that they upheld the military spint by the constant 
spectacle of courageous death”. That — ^whether they temporarily 
sustamed that spint or not — they were largely responsible for the down- 
fall of Rome, has been shown by historians ; for they took such a hold 
on the nation that all else was neglected. Apart from the fact that 
these games encouraged inhumamty, they encouraged idleness, having 
become of such absorbmg interest to the people that the various 
industnal occupations were set aside, together with those others which 
go to the maintenance of the State. But if brutahty played havoc 
with the nation, sensuahsm, the third vice we have mentioned, proved 
equally destructive. Sensualism and its concomitant dissipation, 
owing to the weakenmg effect they have upon the body and nerves, are 
very frequently provocative of cowardice, and when there is an epi- 
demic of cowarice in a State it stands at the mercy of its enemies. 
Indifference is substituted for patnotism, and the people cease to care 
whether they are ruled by their own countrymen or by foreign mvadm. 

The foregomg were thus the effects of martial music — ^the exact 
opposite of those intended Nevertheless, Rome might have be^ 
saved if another musical mgredient could have been added to its 
potion — ^the best features of Greek music before it degenerated mto 
mere virtuosity. As most people are aware, when the Romans wn- 
quered Greece there was a considerable influx of Greek literature into 
Rome, but althou^ a certain amount of music was borne along with 
it, the Roman musical taste was such that the better class was never 
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accepted m Roman society — in. fact, the love of the virtuoso was even 
more pronounced than it had come to be m Greece. Moreover, “it is a 
question”, writes Naumann, “whether the Roman virtuosi were not 
more admired for their personal blandishments and enchantments than 
for their skilful performances. In place of one celebrated female 
flautist, as m Greece, Rome possessed whole groups of them The 
story of the degenerate and degiaded citharoedes and female flautists 
is a dark page in the history of Rome The decay of the tonal art was 
so complete, its practice falling into the hands of adventurous strangers 
and women who enticed by their chaims, that, by the direction of the 
State, it was expunged from the curiiculum of Roman education, the 
State arguing that an art practised by slaves and the despised classes of 
society was not befitting to the educational trainmg of youthful 
patricians. Thus, all too soon, were fulfilled the prophetic words of 
Aristotle, that an art having for its object the mere display of digital 
skill and sensuous attraction was unbecoming to the dignity of men, 
and fit only for slaves ” 

The above requires little comment, for it it self-evident that a music 
lackmg in such essentials would not only be powerless to counteract the 
baneful effects of a preponderance of martial music, but, m view of what 
has been stated in the last chapter, would cause a further degeneracy m 
the national character. 


CHAPTER XXXI 

EFFECTS OF DESCANT AND THE FOLK-SONG 

“ ’Tis agreed of all the learned that the science of music so admired by 
the ancients is wholly lost, and that what we have now is made up of 
certain notes that fell mto the fancy or observation of a poor friar m 
chanting his matins,’'^ Thus quamtiy wrote Alypius, who lived approx. 
AD 115, for With the dechne of Greece and Rome, music m Europe 
practically died out. In any case it was of so limited a type that we 
find no histoncal reference to it worthy of mention till the days of St. 
Ambrose, a d. 374, when the Western Churches adopted the practice of 
smgmg at their services 

This mtroduction of a certain form in primitive church music was 
not without its result ; through the constant repetition of smgle tones, 
with occasional deviations to lower or higher ones, a chant of a man- 
tramistic nature was produced which had a direct influence on the bram 
— ^it mclined men to think m a more orderly manner. And as the 
majority of souls incarnate at that time were young and unevolved, and 
hence possessed of undeveloped mentahties, this was highly essential. 
Only by using the bram is the mental body formed and nourished — a 
fact we have already pomted out. As disorderly thinking by the force 
of habit produces disorderly mmds, an external agent had to be 
employed ; that agent was the Ambrosian Chant. That it compelled 
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the congregation while sm^g it to pay attention— for it forced them to 
concentrate their minds — gave it already a certain power, but, m 
addition, it had more subtle effects , it was partly mstrumental in 
eventually inspiring the clergy to mtroduce a method of ceremonial 
into the Church which had not been pieviously employed. 

Although from the times of St. Ambrose music had somewhat 
tended to develop the mmds of Christians, no innovation worthy of 
mention was connected with it until about two centuries later, when St 
Gregory the Great became Pope. As the Ambrosian Chant had been 
limited to four modes, he mci eased them to eight ; and this resulted m 
the institution of what is termed “plam song*’, or the Gregorian ^ant. 
This acted as an aid to devotion, and rendered the mmds of the whole 
congregation one-pomted. It also tended to calm the emotions, and 
so gave a measure of control over the emotional body For one thing 
It was, musically speakmg, too austere to arouse those pleasant feelmgs 
which true melody arouses , for another, when the mind is fully 
engaged, the emotions — at any rate the more turbulent ones— -are 
usually for the time being quiescent ; and we say advisedly “for the 
time being”, because it took a very considerable penod of years before 
mankind in general acquired a measure of control over their emotions. 
If we study life m the Middle Ages, with its sensuality and cruel 
fanaticism, we find lack of emotional, or, better said, passional control 
to be the root of all its vices. Although the Gregorian Chant is still 
sung m some churches, its influence is now very much limited, and only 
a certam type of unsophisticated mind responds to its vibrations The 
appeal which it may make to others is due to their own respect for 
tradition rather than to its inherent value as music Indeed until 
Guido of Arrezzo, bom m 990, made his innovations, all European 
music was still so circumscnbed and attenuated that only its “mediaeval 
flavour” has saved it from complete oblivion. For Guido was the 
first European composer to use chords in such a way that they sound 
harmonious. 

The effects of his music were considerable, for it was mstrumental in 
helpmg to brmg harmomous relations into the home and social life. 
How this was accomphshed is agam explained by that law of corre- 
spondences — as m music, so in life. In all compositions where there 
are chords or more than one voice or part, there must perforce exist 
that coherence which naturally connotes law and order, in a word, 
co-ordination. Chordal music, m fact, is the musical prototype of 
harmomous relationships between individual umts, and its effect is to 
produce a feelmg of fnendlmess. And, of course, if m addition it is 
associated with reli^on — ^the result is fnendlmess plus rehgious 
devotion. It was the instmctive recogmtion of this truth which resulted 
in the introduction of hymns mto the Church service. But these effects 
of chordal music, especially that of Guido’s, were not luiuted to social 
relationships ; they also to some extent harmomsed the mental and 
emotional orgamsms, thus producing greater umty between them. 
Henceforward man was no longer to be an absolute slave of his 
emotions, but to begm to experience the domination of the mmd ; the 
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two were m some small measure to be brought into alignment ; they 
were to work more m conjimction mstead of at variance. 

The harmomsation of the mmd and emotions had a further result — 
it was conducive to the production of art. Only when the emotions 
and the mmd are conjoined can any form of art worthy of the name be 
created ; for although the inspirational impulse usually comes through 
the emotions, the mmd is responsible for the technique Thus Guido’s 
music paved the way for that great school of art which commenced 
with the advent of Cimabue around 1280. 

From the tenth to the thirteenth century, when Feudabsm reached 
its zemth, and when the effects of Guido’s music had become fully 
operative, we meet with a variety of noble sentiments, further inspired 
by that type of folk-song known as that of the Troubadours. These 
latter, with their graceful melodies and quamt lyrical conceits, while on 
the one hand they fostered heroism, on the other hand fostered the 
“gentler side of life”, known by the name of Chivalry. Indeed, the 
combmation of the Troubadour song and its variants was, m con- 
junction with the devotion-inspirmg Church music, responsible for the 
Knight-errant and the Crusader : in the latter both rehgion and love of 
adventure were combined. The Crusades, however were especially 
significant in view of what we have previously written, smce they were 
the first enteiprise m which the whole of Europe took part, and hence 
were another external sign of co-ordination. 


CHAPTER xxxn 

POLYPHONY AND ITS EFFECTS 

We have now to consider an important innovation m musical device 
which occurred as early as the thirteenth century , it is technically 
known as canon^ a word denved from the Greek Kavt^t,meaning 
rule or standard. According to Grovers Dictionary, “its principle is 
that one voice begins a melody, which melody is imitated percisely, 
note for note, and (generally) mterval for mterval, by some other voice, 
either at the same or a different pitch, beginning a few notes later, and 
thus, as It were, running after the leader. . . . Often m a quartet 
there may be a canon between two of the voices, while the other two 
are free, or three voices may be m canon, and the fourth part free.” 

The effects of canon and imitation considerably enhanced those 
inspired by the chordal music mentioned in our last chapter ; they 
were conducive to an easier give-and-take m human intercourse, as 
may again be perceived by the law of correspondences. For the canon 
itself is formed on the principle of give-and-take — ^the melody being 
first sung by one voice, then by another, while, in the case of a quartet, 
the two remaining voices fill m the harmony. But the canon, as well as 
all other forms of polyphomc music, tends — owing to its mathematical 
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qualities — ^to develop the intellect^ ; and hence we find that the more 
poylphomc music became, the more noticeable those attributes which 
went to the forming of what Draper has termed the “Age of Reason”. 

From the canon was developed that well-known and elaborate form 
of music known as the fugue. This “species of symphoniac com- 
position, m which a certam . . . subject is propounded by one part 
and prosecuted by another”, exercised such a marked effect on the 
mentahty that by degrees more and more people began to use their 
reasonmg powers in every direction. They were no longer content to 
accept without question the misdemeanours of the clergy or such 
religious tenets as tradition had handed down. They found flaws m 
this and that argument, they objected to this and that doctrine, and so 
the Reformation and Protestantism, and eventually a large number of 
other rehgious movements, came mto bemg. 


CHAPiBR xxxm 

MUSIC AND THE REFORMATION 

The Reformation, as everyone knows, engendered manifold conse- 
quences ; for one thmg, by causmg a general circulation of rehgious 
creeds, “it awoke rehgion amidst the laity”. Hitherto, it had been 
entirely in the hands of the priests ; they alone were permitted to teach 
and preach it , but after the Reformation a decided change occurred, 
and religion became, as it were, common property. Laymen discussed 
it ; laymen — ^if they felt so mclmed — ^tau^t and preached it. Yet even 
in spite of the Reformation, religion would not have played such an 
important part in the hves of a number of people had there not been 
other agencies at work. 

Durmg the course of a hundred years there were three composers 
born who exercised a marked effect on the spmtual-emotional nature 
of those sensititive enough to respond. The first of these composers 
was Orlandus Lassus, otherwise called Orlando de Lasso, a native of 
Mons, in Hamault ; he hved from 1522 to 1595 ; the second was 
Palestrma, 1529-94 ; and the third was Monteverde, who flounshed 
aroimd 1600. 

Of Orlando de Lasso it has been said : “He was the first great » 
improver of figurative music, for instead of adhering to that stiff formal 
rule of counterpomt, from which some of his predecessors seemed 
afraid to deviate, he gave way to the introduction of elegant points and 
responsive passages finely wrought”.® In more modem words, he 
endowed music with what is termed appeal and m so doing was the 
first European composer to give Mankind a glimpse of the ^intual 


1 This we mentioned when dealing with Baches music, which was the 
culmination of the polyphonic style. 

® Sir John Hawkins, History of Music. 
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throu^ the emotions. By his music he so mfiuenced the emotional 
nature of those who responded to it, that they aspired to the attam- 
ment of pure Devotion, or what is termed God-iike Love.^ And we say 
advisedly aspired, for it is one thing to yearn towards the spiritual 
planes and another thmg to reach them. That specific music calcu- 
lated to induce Cosmic or God-consciousness has so far not appeared 
m Europe, though the creations of Richard Wagner were a step 
towards it, as we have already seen. 

As implied, Palestrma and Monteverde contmued the work which 
Orlando de Lasso had commenced. That the music of Palestrina 
deeply touched the heart and elevated the mind is obvious from the 
eulogies he called forth from contemporary writers. We find him 
referred to as “a great gemus . . . who adopted a style ... so 
elegant, so noble, so learned and so pleasmg and , . . whose works 
breathe such divme harmony” that they inspired people to smg m a 
“manner truly sublime the praises of God”. Thus it will be seen that 
not only was there a spiritual quahty m the music of Palestrma which, 
combined with its polyphomc qualities, urged people to think, but owmg 
to Its effect on the hi^er emotional nature, to think m a more spiritual 
way • It was their emotions which, so to speak, directed the course of 
their thought. The German historian Ranke even implies that 
Palestnna’s music — the Mass composed m 1560 — ^had almost immedi- 
ate results , it revived rehgion and instituted an epoch of devotion. 

Lasso, Palestrma, and finally Monteverde — ^whose work we need 
not analyse m view of its similarity of effect-— were, through their music, 
mstrumental in preparmg the way for a certam number of mystics, poets 
and philosophers who appeared after the sixteenth century. 


CHAPTER XXXIV 

THE MUSIC OF THE SEVENTEENTH AND 
EIGHTEENTH CENTURIES 

All music-lovers are familiar with the works of Domemco Scarlatti, 
bom 1685, died 1757. He is described as the greatest solo performer 
on the harpsichord of his period, a description which may well be 
true, judgmg from the large number of bravura works he wrote for 
that instrument. Among his other achievements he is credited with 
“perfectmg the Sonata form”, which hitherto had been restricted 
almost entirely to works for the violin ; but as to this, it were more 
correct to say that he greatly improved it, seemg that even with 
Beethoven it had not reached the hmit of its potentialities. 


^The reader is reminded that Indian music brought about a some- 
what similar effect, not via the emotions, but by a subtihsation of the 
mind. 
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The ejffect of Scarlatti’s cfaarmful nppling music must be so apparent 
to those who have heard any of his compositions that only a few words 
on the subject seem necessary. They induce a feelmg of gaiety and 
exhilaration and also tend to make us mentally more alert. Yet as we 
of today only hear them on the pianoforte and not on the harpsidiord, 
for which they were composed, much of their origmal effect is lost. 
The gaiety remains but the “stmg” is absent ; for whereas the metal 
strmgs of the harpsichord were plucked, on the piano they are struck 
by felt-covered hammers. 

To appreciate Mly the ejSects of the harpsichord one need only 
compare them with those of the church organ. The latter, with its 
solemn sustained tones, immediately tends to provoke reverence and 
religious devotion, the former with its sharp metalhc twang, emotions 
well-nigh exactly the reverse — ^mstead of reverence, light-heartedness 
and humour, mstead of religious devotion, causticity and satire. Thus 
the harpsichord, clavecin and spmet — m short, any mstrument m which 
metalhc strings were plucked -— especially when employed for 
florid sparklmg music, to the increase of mordant wit and bnlhance. 
It IS to the above-mentioned mstruments, or rather to their effects upon 
the mmd, that w^e owe much of that generous legacy of eighteenth- 
century sharp-pointed humour to be found m greater abundance in 
the works of Voltaire, and to a lesser degree m those of his contem- 
poranes. As already stated, polyphomc music, per se, stimulates the 
mtellect ; add to polyphony “effervescence”, scintillation, and the 
stmging effects of plucked strmgs, and the result is intellect employed 
m caustic utterance, or satmcal wit. Indeed, after the disappearance 
of the harpsichord, that particular type of satmcal wit al^ began 
to dimmish.^ With the advent of the pianoforte and its mellower 
tone, a less caustic type of humour came mto being ; it had lost 
its specific “bite”, whatever other characteristics it may still have 
retamed. 

Scarlatti’s music as such cannot be said to have had an influence on 
the nation as a whole, but although its efiects were limited they were 
perhaps more immediate than those of any musician we have previously 
exammed. It is a general rule that the more facile and exhilarating a 
type of music, the more immediate, and also ephemeral, its effects* For 
this reason we find that all those tuneful, hence easily comprehensible, 
calvecm and harpsichord composers, whom we need not enumerate, 
but of whom Scarlatti was the most “fluent”, exercised en masse an 
almost immediate effect upon their epoch, whereas Beethoven’s music, 
for example, took about a hundred years to reach the piemtude of its 
influence. 

Bearing m mind, then, the comparatively rapid results of the more 
superficial music, we shall understand the partial causes of that phase 


^ The less biting species to be found in the celebrated French Salons 
was much influencSi by the graceful dance-forms wntten under the title 
of Suites for Clavecin, by **Couperm le Grand”, as he was called. He was 
bom in 1668 and died m 1733. 
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of life, that efifeminacy m male attire and manners, which was so pro- 
nounced a feature of the eighteenth century. Already durmg the life- 
time of Scarlatti, we find the commencement m the tonal art of Zopf, 
which, as already stated relative to Greece, means the elaboration of 
one side of artistic activity at the expense of all others . . . “the pre- 
dominance of the unreal, the incidental and external over the real, the 
essential, the mtemar’A Its msigma m music are shakes, runs and 
vanations ; its msigma m life are affectations, adornment, “bowmgs 
and scrapmgs” and “frills and furbelows”. Nor have we far to seek 
for Its underlymg cause : it is the “gentler side of life” earned to 
extremes and degenerated almost to caricature. Musically speakmg. 
It began with the romantic type of folk-song, was elaborated m the 
days of Scarlatti, and reached its culmmation m the works of Mozart, 
1 756-9 1 . Indeed, with the exception of J. S. Bach and Handel,^ nearly 
all the composers who wrote from the time of Scarlatti to that of Mozart 
were through their works responsible either for the elaboration of “the 
gentler side of hfe”, or for the increase of wit, as already mentioned. 
But Mozart actually expressed that gentler side m terms of music , nay, 
more ; he was the musical mterpreter par excellence of all the little 
vanities of the daily round, as was also his contemporary, Joseph 
Haydn.® The two were m many ways so similar that it is unnecessary 
to study them separately, as far as the purpose of this book is con- 
cerned. They were even alike m the immediate fame they acquired for 
themselves, seemg that after the production of Idomeneo MoTScci was 
hailed as the “greatest of all musicians”, while Haydn "“caused the 
utmost possible excitement” among the English musical pubhc when 
he produced six of his “Twelve Grand Symphomes” m 1791. 

Yet — startlmg contrast— just two years before Joseph Haydn was 
enthrallmg London audiences by his exhilarating “vanities”, the French 
Revolution commenced, and three years later the prisons were broken 
open and 12,000 persons, mcludmg 100 pnests, were massacred It is 
evident, therefore, that m France, at any rate, forces were at work which 
no amount of “immediately fascinatmg” music was capable of counter- 
acting. 

Now, if we turn to French musical history, we find the sigmficant 
fact that towards the end of the Renaissance penod a remarkable 
change had taken place m France. Where previously “Church music 
had reigned supreme, orgamsts, choir-boys, tramed to chant a capella 
song, were supplanted by smgers who performed their roles m the 
costliest of garments, and by dancers decked out m multicoloured 
nbbons, accompamed by an orchestra of profane instruments”.* 
Thus there finally came a day when although in Italy the elevatmg 

^ See Naiimaim, Music in the History of Cwihsation, Also Chapter 
XXIX. 

2 See ante, 

® This does not apply to his Cantatas, but to his symphonic, chamber 
music, etc. The Creation and the Seasons had a somewhat similar effect 
to HandeTs works. 

* See Naumann’s History of Music^ Chapter XIX. 

116 



Mas^s of Alessandro Scarlatti^ were disseminating religion, in France 
the tinklmg and contrastmgly frivolous strains of the clavecin com- 
posers were merely mspiring caustic wit and satincal bnlliance. But 
even prior to this, the emment Giovanni Battista LulH, a Tuscan by 
birth, who resided m Pans, had spread abroad the worldly effects of his 
many pleasmg and tuneful sarabandes, courantes and gigues. 

We see, then, that the church music m France which at one time 
had inspired religious thmkmg had practically disappeared, and with 
its disappearance thought had become diverted mto other channels — 
either the very reverse of rehgious, or, still worse, rehgious only in 
name, but mundane and despotic m actuahty. The result was a con- 
flict between a smcere scepticism and an msmcere Church — a conflict 
m which on the one side all the notable wnters arrayed themselves to 
attempt the overthrow of ‘‘spiritual” despotism, and, on the other, the 
clergy fought to retain the power they were loth to renounce. Yet 
that was only the first stage m the conflict ; the second was the attempt 
of subsequent notable writers to overthrow secular despotism, the 
ultimate outcome being the Revolution. 


CHAPTER XXXV 

A CURSORY VIEW OF MUSICAL EFFECTS IN ENGLAND 
FROM THE PRE-ELIZABETHAN DAYS TO IHOSE OF 
HANDEL 

When we speak of some man of genius as bemg the product of a 
particular age, we are uttermg what is but superfiaally true. Those 
who accept the doctrme of reincarnation know that a genius is the 
fimshed product of an entire series of past lives, and that if he is bora 
m a particular age it is because the Higher Powers and his own ego so 
decreed. The age is, as it were, but the soil in which he may thrive or 
wilt according to his karma. The effects of music may be instrumental 
in preparing that soil, but of course we do not claim that they can pro- 
duce gemus itself. This must be borne m mmd now that we come to 
consider those musical influences which operated prior to the birth of 
Shakespeare. 

It will be remembered that the mvention of polyphony gave a very 
considerable impetus to the mental faculties, and that, broadly speak- 
ing, if employed m the composition of solemn pieces it mduced serious 
thinking, and if m lighter pieces, “cleverness” and wit. A marked 
advance was made in both secular and sacred polyphomc music until 
about 1450, then there came a period of weakness until about 1480, 
when a prodigious evolution m three kinds of music took place, viz. in 
Church music (solemn), Madrigals (varied, i.e. both grave and gay), 


1 Domenico’s father ; especially noted for the appealing type of Masses 
he composed. 
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Chamber-music (light and pleasing). In the latter type the virgmal^ 
was employed — a plucked metal-strmged instrument which preceded 
the mvention of the harpsichord ; it was less poweiful than the 
harpsichord, but nevertheless produced some of the same effects. 
Other instruments employed were lutes and viols, usually to be found m 
sets correspondmg to alto, tenor and bass. And it does not require a 
great effort of the imagination to realise their effect. With their 
mellow, lather sensuous tones, they awoke the more poetic sentiments 
in the heart , while, m conjunction with the plucked strings of the 
lute and virgmal, they mspired “cleverness’', and hence the production 
of those “pretty conceits” which are so maiked a featme of nearly all 
lyrical poetry. As to the Madrigals, whether grave or gay, who has 
not experienced the effects of their quamt graceful melodiousness when 
sung by the Oriana choir ? 

To summanse • first and foiemost we have Church music, pro- 
ductive of Thought in the higher sense of the word, and its results — 
drama, philosophy, etc.^ — then the Madrigals, mspirmg either grace, 
gaiety or “sweet sadness” ; and, finally, we have the Chamber-music, 
inspiring wit and poetic sentiments. Combme all these elements, and 
we reahse whence arose the Ehzabethan age, with its array of play- 
wnghts, poets, its brilliance, happmess and monumental productivity. 
Nor in makmg this statement are we overlookmg the large part played 
by the inffuence of Italy durmg this era — Italy, with its poetry and 
romances, its manners and customs That the literature of Italy, that 
even its picturesque dress and speech, “became objects of almost 
passionate admiration”,^ is well known As no amount of brilhance 
in others can transform a dullard into a savant, so no amount of 
brilliance m Italy® could have transformed the English into what they 
were durmg the Elizabethan epoch. 

We have now to deal with an instrument which has exercised a 
marked influence on the people of this country for several centuries — 
namely the organ. There is ample historical evidence to show that 
already in 951 a huge organ was built at Wmchester, and that by the 
time of Henry VII there must have been a large number of organs — 
though comparatively small ones — ^to be found all over England. The 
spintual effect of this instrument is that of bringing the Unseen nearer 
to the human heart ; it constitutes, as it were, a bridge between the 
world of matter and the world of Spirit. The more obvious effects, 
however, are to induce an atmosphere of austere grandeur, of exalted 
magnificence. But this, of course, apphes to the elaborate organs 
capable of producing an enormous volume of sound , the effect of the 


^ It has been supposed that the virginal was so termed after Elizabeth, 
the “Virgin Queen”, because she was a skilled performer on it, but, as it is 
mentioned under that name in manuscripts pre-datmg her epoch, the 
supposition IS not tenable. 

® See J. R. Green, History of the English People. 

®Some historians mention France, not Itiiy, but whether it was 
the one or the other, or both, is immaterial so far as our argument is 
concerned. 
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small species, on the other hand, is to mduce that austere religiosity or 
piety which comes under the heading of Puntamsm. 

If we dismiss for a moment what has been said about the Madrigals 
and the Elizabethan Chamber-music and their influence, and try to 
imagme the state of mmd of any person who heard and desired to hear 
nothmg but organ music, w^e must perforce imagme a very one-sided 
personality. Althou^ he might be serene and contented, he would be 
averse to anythmg m the form of gaiety or the harmless fnvohties of 
hfe. If he loved the beautiful, it would be the severe type, the sombre- 
hued grandeur — ^the type which inspired reverence and awe, but not 
exhilaration and fehcitous love Now althou^ it is safe to say that 
hardly a person exists who has heard no other music than that of the 
organ, there are some who adimt that alone the “kmg of mstruments”, 
as they call it, has the power to move them * such persons obviously 
existed in the time of Henry VTCE. They will have heard the charmful 
Madrigals, and the equally charmful Chamber-music, but to neither of 
these did they respond ; only sacred music affected their austere 
natures, only to sacred music did their emotional orgamsms vibrate. 

We have already imphed elsewhere that the same cause does not 
always produce the same effect, and in the subject under consideration 
we And a further mstance of this truth. The musical agency which 
induces profound philosophical speculation of a spiritual nature m one 
temperament may merely mduce rehgious austenty and Puntamsm in 
another. It is partly for this reason that the beginnings of Puritanism 
arose m an otherwise non-Puritamcal age : the rest may be under- 
stood from history. For it is known that the Puntans influenced the 
Church and Society from withm, not from without, and only became a 
pohtical power when the offence of Charles I against the Constitution 
compelled them to oppose force to force. And if it be asked why the 
Puritanical spirit eventually took such a hold upon the nation, the 
answer is that it was but a temporary hold, and, for the most part, 
actuated by political motives It was owmg to this that the gay 
influences of the secular music were for the time bemg impotent to 
counteract it. That it might have lasted longer if the Puritan forces 
had pursued a difierent pohcy we do not doubt ; but, strange irony, 
they suppressed the very forces which moulded and sustained the whole 
movement. Instead of suppressing the secular, they suppressed the 
Church music, ^ and especially the use of organs. The result was that 
durmg the whole of the Commonwealth anti-Puritan music was 
spreading its influence abroad. Thus alone the psychological moment 
was needed for it to come mto fullest manifestation— that moment was 
when Charles H entered Whitehall. It was then that the extraordinary 
revulsion of feelmg occurred which proved that the Puritanical move- 
ment had been a superimposed condition and not an inherent necessity 
of the national heart. 

Everyone knows the state of Society after the fall of the Puritans. 


^ It has been conclusively proved that the Commonwealth was a 
most brilliant period for secular music. See Henry Davey, History of Music. 
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Yet, m order to emphasise the results which accrued after the soberismg 
influences of the organ and Church music had been suppressed and the 
lighter type had full sway, we may quote a sentence from Green’s 
History. “Duelhng and raking,” he wrote, “became the marks of a 
fine gentleman : and grave divmes winked at the folhes of ‘honest 
fellows’ who fought, gambled, swore, drank, and ended a day of 
debauchery by a night in the gutter.” 

The perverted gaiety of the times, however, was m part responsible 
for one significant resolve — ^that of re-estabhshmg musical services m 
the churches No longer were the people content with the unspeak- 
able glooimness of worship without the adjunct of the organ and choir ; 
and so among other institutions we find that the Corporation of Music 
which Charles I had established was ag?m set up. We also find 
during this period the names of several composers associated with the 
composition of sacred and organ music. But especially should that of 
Henry Purcell be noted, not only on account of his gemus, but because 
of the soberismg effect his work came to have upon the nation. 

The charactenstics of Purcell’s style may easily be summed up * he 
contrived in a masterly fashion to add “the sweetness of Italian melody'" 
to the severer beauty of Elizabethan counterpomt” Thus at one and 
the same time his music stirred the gentler emotions and affected the 
mentality. Indeed, his sacred compositions, of which there were a 
large number, had much the same effect upon the English people as 
had those of Alessandro Scarlatti upon the Italians : they served to 
render rehgion more attractive. It is related that “whenever Purcell’s 
‘Te Deum’ was performed, the church was packed to overfiowmg”, a 
circumstance which requires no comment. There was m Purcell’s 
music an element which delighted its hearers, and, at the same time, 
aroused in them a certain measure of awe. Listening to that combi- 
nation of voices, orchestra and organ, which m his larger works he 
employed, they felt as if under the spell of something religiously 
magnificent It is therefore Purcell to whom one must give a meed of 
credit for those characteristics of the Victorian age for which Handel’s 
influence was so largely responsible. 
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Part V 

SOME OCCULT PROGNOSTICATIONS 


CHAPTER XXXVI 

THE MUSIC OF THE FUTURE 

The futiire of music is a subject which invites much speculation along 
/arious lines. Some persons, m fact, employ an easy catch-phrase to 
;he effect that it is still m its infancy, as if it had been “bom” some few 
;jentunes ago mstead of in prehistonc times. These persons, neverthe- 
.ess, give us no clue to the features it will assume when it has reached 
“youth” and finally “manhood”. If we consider that the modem 
orchestra consists of 120 performers or more, are we to suppose that 
in, say, another 200 years it will consist of twice that number and later 
on of four times the number, and so forth, ad infinitum ? The answer 
must perforce be in the negative, because there is, one would ima^e, a 
lirmt to aural endurance, especially if we pre-suppose the addition o 
vast choruses. Then along what lines is it profitable to speculate as to 
the musical future ? 

Once agam we must turn to the results of occult mvestigation. 
Indeed, the great Imtiates have vast and imposing plans for the musical 
future, and we are authorised by Them to say that it depends on the 
reception of the present volume how much more They will feel 
justified in makmg known. 

Let us first deal with such phases of music hkely to appear in the 
more immediate future, the reader being warned that althou^ we can 
naturally only treat of each one in succession, some of them may be 
operatmg concurrently. 

For the next decade or so, the prevailing note of serious music will 
tend to be unemotional and intellectual m character,^ and although 
here and there composers far ahead of their time may be “reaching out 
towards that Beauty and Mystery which are veritably as the garments 
of God”,2 such composers will not receive their due until a much later 
date, nay, perhaps only after their death. 

Meanwhile, as everyone is aware, we are much troubled by the 
nerve-shattermg noise to which in all large towns we are subjected, and 
which, far from decreasmg, is only likely to increase as time goes on. 
The jarring sounds of motor-horns, whistles, grinding brakes and so 
forth exercise a cumulative and deleterious effect upon the entire 
orgamsm. In order to help to counteract this, certain composers will 
be used to evolve a type of music calculated to heal where these (fis- 
cordant noises have destroyed. For this end, of course, etheric vision 


^ See Through the Eyes of the Masters^ by David Anrias 
2 Ibid. 
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or, at any rate, great inner sensitiveness, will be indispensable, so that 
the value of each combination of notes and its effect upon the subtler 
vehicles of the listeners may be fully realised.^ Such men, consciously 
aware of their responsibility towards humamty, will indeed be as faith- 
ful custodians of the sacred two-edged sword of Sound 

Psychically gifted composers will further set themselves the task of 
wntmg types of music creating thought-forms suited to specific moods 
or emotional states. With the vast array of musical resources avail- 
able, they will be able to meet the needs of the most complex of modem 
psychology 

Again, music m the future is to be used to brmg people into yet 
closer touch with the Devas , they will be enabled to partake of the 
benefic influence of these bemgs while attending concerts at which by 
the appropriate type of sound they have been invoked. Although at 
the present time music is extant winch calls forth the Devas or nature- 
spints, the ordmary listener is not conscious of their presence, and thus 
there is no actual rapport between the members of the two evolutions- 
The scientifically calculated music m question however will achieve the 
twofold object of mvokmg the Devas and at the same time stimulatmg 
in the listeners those faculties by means of which they will become 
aware of them and responsive to their influence. In the course of time 
music will become more and more potent to bring humanity into touch 
with the hi^er planes, thus enablmg them to experience a spmtual 
joy and exaltation which now can only be experienced by the very few. 

Having thus dealt, albeit cursonly, with the esoteric side of the 
music of the future, we will now give an indication of some of its more 
apparent characteristics 

Innovations will take place m connection with concerts Already 
there have been complaints from the more fastidious music-lovers that 
concert-halls are too garishly lighted, and that what is seen detracts 
from what is heard. Such people, however, have usually been set 
down as cranks, and concert promoters have paid no heed to their 
idiosyncrasies. Nevertheless, the time will come when the demands of 
these so-called cranks will be fulfilled, and m an atmosphere of semi- 
darkness colours of every variety will be projected on to a screen, 
expressive of and correspondmg to the content of the music. Thus 
will that dream of Scriabin’s^ be realised, the unity of colour and 
sound ; and through its realisation the audiences of the future will 
experience the healmg and stimulating effects of that vep^ potent 
conjunction. In other instances the soloists, whether singers or 
mstrumentalists, will be heard without being seen, which will further 
enhance the ethereality of the general impression. 

Meanwhile the discordant element of the present day will have 
made way for concord ; and melody, without which no music can long 
survive the dust of time, will have been reinstated As the music of the 
last twenty-five years has in so large a measure been disruptive in 


1 See The Initiate in the Dark Cycle, pp. 205 and 208. 

2 See Chapter XXI. 
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character, the music we may anticipate in the future will be construc- 
tive. 

Among other mformation conveyed by Nelsa Chaplin since her 
passmg, we gather that America will be particularly responsive to this 
new music, for that gi-eat continent is the cradle of the coming race, the 
units of which, in common with the majority of artistic types, will 
function through the sympathetic system m contradistmction to the 
cerebro-spmal. The enthusiasm and the keen receptivity to new ideas 
which already constitute such a marked characteristic of the more 
sensitive Americans of today makes them peculiarly appreciative of 
novel combmations of sound. From amongst them many famous 
executants will be born, some of whom will exhibit great proficiency on 
a new species of viohn to be mvented m the future. On this violin it 
will be possible to convey the more subtle divisions of the tone, and to 
draw from it the maximum of its potentialities will necessitate on the 
part of the performer an even greater degree of musical sensitivity than 
at the present time. 

We have said that the Age of Destruction and all that contributes 
towards it is now neanng its close ^ True, composers may arise not 
sufficiently inventive to go with the times, who will still adhere to the 
old regime of discord and uglmess ; but such composers will either be 
too msigmficant to create much effect, or else they will be mere tools 
in the hands of the Dark Forces, working against the Divine Plan 
instead of with it. Discord has served its purpose in destroymg much 
that was baneful and undesirable ; now it is for Concord to rebuild. 

“As above, so below . . ” Just as the denizens of the earth who 
represent cells m the body of the great Planetary Logos have gone 
ti^ough the purifying fire of which the world war was the climax, so on 
a much nuttier and to us mcomprehensible scale has that Logos 
Himself also passed through the fire, and is now m process of taking a 
hd^er initiation which must inevitably affect each unit within His con- 
sciousness New cosmic currents of force are beginning to circulate 
throughout His aura, mspirmg new and harmonious qualities, tenden- 
cies and ideals ; and it will be the exalted function of music to help to 
focus these currents and further their rhythmic distribution. Great 
floods of melody will be poured forth from the higher planes, to be 
translated into earthly sound by composers sensitive enough to appre- 
hend them At first only a faint echo of these melodies will penetrate 
the spheres of human endeavour, and the music of the next few decades 
can only be, as it were, a prelude to what will follow. 

The National Devas of various countries, working thiough Sound, 
will seek to form a bridge between nation and nation by inspinng the 
harmony of true co-operation and that genume peace which is not 
merely the laying down of arms. Through them a new form of 
patriotism will be inspired, the spirit of which when voiced will be, 
“How can my country contribute to the international good ?” instead 
of “How can my country show itself superior to others Thus m 


1 1944 will see the end of the Dark Cycle or 35 years' Cycle of Mars. 
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place of the old type of martial national anthem a type will be sub- 
stituted which will urge the nations towards the reahsation of Brother- 
hood. Already at long last they are beginnmg to recognise that the 
form of separateness which masquerades under the name of National- 
ism is as unprofitable as, to the few enlightened, it is unspiritual.^ And 
so the day is drawmg when it will be i ejected for the purely material 

reason that it does not pay. This attitude, of course, falls far short of 
the ideal which the Great Ones are ever seeking to put before humamty, 
for only when true Brotherhood is felt m the heait will that ideal be 
attained. 

To this end at the close of the century will the great World Teacher 
come again, to mspire, to construct, to “make all things new”. And 
it will be for music, by creating harmony withm Man’s subtler bodies, 
to make ready for and facilitate His advent. 

Yet even then music will not have reached the limit of its potentiah- 
ties. So far, with our earthly music we have only been able to imitate 
the faintest echo of the Music of the Spheres, but m the future it will 
be given us to swell the great Cosmic Symphony. In that ummagmable 
Unity-Song is the synthesis of Love, Wisdom, Knowledge and Joy, 
and when Man shall have heard it upon earth and become imbued with 
Its divine mfluence he will attam the eternal consciousness of all these 
attributes. 


APPENDIX 

With the death of Nelsa Chaphn my contact with Master K. H. has 
not come to an end Knowledgable occultists are aware that High 
Imtiates possess the power to create bodies for Themselves in which to 
function in any part of the world, no matter how remote from their 
habitual place of residence This statement may seem extravagant to 
the matenalist, but it is true none the less On many occasions smce 
the end of the 1939-45 War, Master K H. has materialised Himself to 
give suggestions or advice about my own work, especially m connection 
with my music. At such times as He has appeared in this way in the 
darkness of m^t, the whole room has so been flooded by the light of 
His aura, that it has been possible to see the exact hour on the clock. 
It mi^t be suggested by sceptics that such appearances are merely 
visions ; or spiritualists may contend that He appears as a “spirit” 
without any matenal substance. Yet on one occasion — it was a 
stormy ni^t — He appeared, and stood by the open french window. 
As the curtams were flapping. He restrained them with His hands 
while delivermg His message. 


^ See The Initiate in the Dark Cychy Chapter X, 
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Through the Eyes of the Masters By David Annas. 
Mrs. Cooper-Oakley. Le Comte de St Germain. 

C, Jinarajadasa. First Principles of Theosophy. 

Fielding Hall. The Hearts of Men. 

The World Soul. 

Hemdel. The Rosicrucian Cosmo-Conception 
Ingalese. History and Power of the Mind. 

Frazer. The Golden Bough 
E Levi Dogme et Rituel de la Haute Magie. 
Parananda. An Eastern Exposition of St John. 

An Eastern Exposition of St. Matthew. 

The Writings of Ortgen. 

The Writings of Clement of Alexandria. 

C. W Leadbeater. The Hidden Side of Things 
The Christian Creed 
The Science of the Sacraments. 

The Inner Life. 

Man Visible and Invisible. 

Invisible Helpers. 

The Other Side of Death. 

C. W. Leadbeater 1 Man, Wkencey How and Whither. 

and > Occult Chemistry. 

Dr. A. Besant J Thought-Forms. 

Dr. A. Marques Scientific Corroborations of Theosophy. 


MENTAL SCIENCE AND HIGHER THOUGHT 

Troward. Edinburgh Lectures on Mental Science. 

Bible Mystery and Bible Meaning. 

The Law and The Word 
Mulford The Gift of the Spirit. 

The Gift of Understanding. 

Mary B. Eddy Science and Health. 


PSYCHOLOGY AND SCIENCE 

S T. Klein. Science and the Infinite. 

Baudomn. Studies in Psycho-Analysis. 

R. N. Bradley. Duality. 

Jung Psychology of the Unconscious 

Dr. O. Pfister. Some Applications of Psycho-Analysis. 

Dr, Kilner. The Human Atmosphere. 

Dr. Baraduc. Les Vibrations de la Vitaliti Humaine. 
Hinton Scientific Romances 

The Fourth Dimension 

Helmholtz. Die Lehre von den Tonempfindungen. 
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HISTORY AND HISTORICAL STUDIES 


Lecky. History of European Morals, 

Guizot. History of Civilisation in Europe 
Buckle. History of Civilisation in England, 

Breasted. Ancient Times 

J, R. Green Short History of the English People, 

Thiers, History of the French Revolution 
Draper. History of the Conflict between Religion and Science 
Intellectual Development of Europe 
Prescott, Ferdinand and Isabella 
Ward Fowler. Rome 

Lowes Dickenson. The Greek View of Life 
Taylor. The Mediaeval Mind 
Lytton Strachey. Queen Victoria. 

Wilkinson. The Ancient Egyptians 

A. Bothwell Gosse Civilisation of the Ancient Egyptians 

Sabatini , T orquemada 


FOLK-LORE 

J. C. Lawson Modern Greek Folk-lore and Ancient Greek Religion 

Wentz, Fairy Faith in Celtic Countries 

Keightley. Fairy Mythology 

Hartland. The Science of Fairy Tales 

Hodson. Fairies at Work and at Play, 


MUSIC AND MUSICAL BIOGRAPHY 

Sir J. Hawkins History of Music 
Naumann. History of Music 

Music in the History of Civilisation. 

F. J. Crowest. Musical Groundwork 
Hullah. Lectures on Modern Music 
Hadow, Studies in Modern Music 
H. Davey. History of English Music. 

Haweis. Music and Morals 

Fox Strangways Music of Hindostan. 

Rockstro. Mendelssohn. 

Hiller. Mendelssohn. 

Mendelssohn^ s Letters 
Dean Ramsay The Genius of Handel 

Romain Rolland. Handel (Translated by Dr. Eaglefield Hull ) 
Grove*s Dictionary of Music and Musicians 
F, Niecks Chopin 
Huneker. Chopin. 

F. Liszt. Life of Chopin 
Tamowski. Chopin 
Nohl. Life of Beethoven 
Beethoven^s Letters 

Engel. Music of the Most Ancient Nations. 
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MUSIC AND MUSICAL BIOGRAPHY.^^Wmuetl. 

Lidgey, Wagner. 

E. Newman. * Wagner as Man and Artist. 

R. Wagner^g* Letters to Rocket. , , 

R. Wagner. My Life. 

Robert Schumann. Music and Musicians. 

Von Wasielewski. Life of Schumann. (Translated by A, L. Alger ) 
Reissmann. Life and Works of Schumann. (Translated by A. L. Alger.) 
Herbert Bedford, Schumann. 

Vincent DTndy. Cisar Franck. 

Iwan Knorr. Tschaikowsky. 

Rosa Newmarch. Life of Tschaikowsky. 

Osca Thompson. Debussy. * 

M. Goss. The Life of Maurice Ravel. 

M. Montagu-Nathan. Contemporary Russian Composers. 

An Introduction to Russian Music. 


ART, LITERATURE AND EDUCATION 

Holman Hunt The Pre-Raphaelite Brotherhood. 
Wasielewski. Russian Literature. 

D. C. Fisher, The Moniessort Manual 



